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Hecmo 60 na 3em1u makozo guda, Au Kpacombl MAKOA . . . 
me1 yÓo ne moxcem 3a6bimu kpacoma mos 


«TobecTb BpeMeHHbIX JET» 


For on earth there is no such splendour or such beauty... 
and we cannot forget that beauty 


The Tale of Bygone Years 


Co mpenen nerposcroli pepopmer u manoro no mara XX sera Hxonamn tour 
MIKO MS MITEPECOBAJCA. BO BCAOM CAYYAE, IX XY ZO XCCTRHIILS AOCTOMUCTA OCTA= 
BAMICA MCSMEICHNAMH, BOJISUIMICTAO CTAPHX HKOH ÓbLIO HOKPETO. METALLAMMO= 
KIMI OKTIAZAMA, BEKOBELNOE JAMAL KONOTHO, IE HOTOMY REBOIMONIHO ÓK1O 10% 
PACeMOTpert. OTKprrTHS JPEBNEPyCcKoÍ 1KOMOMACH — ITO PEAMET SAKOMAOÍ POp= 
«Tpoma» Pyónesa Óbuta Hop ICACSPOM APESMEpyCCKON KONO, MOAREPEAY= 
TbiM pecramparm. Ona MOPASILIA COMPCMPHINKOD CRONM KPUCKAMI, HO HOC Pe= 
raspa Goza auom saxprrra oxragom. Bexope arem M. C. Octpoysom nana 
TTANOMEP!O MONACPFATE PACIHCTKE 1NKOMEH 13 CHOerO Inpexpacnoro cobpanua, Ha. 
mucranke 1913 roza Impoxue Kpyrit pyeckoro PÓLLECTEA. Bnepatae CMOrAA YHIETE 
APeBINCPyCCKU, MIPEIMYILICCTDCINO HOBFOPOJEKUC, KOH HO BCCÍÍ HNX nEpROS/AMMOl 
xpacore, 

Tlocne OKTAÓPEcKoñ PenomnoLynt 110 COSNPAIS 1 PACKPETIA NAMETINKON Apesne= 
pyccxoli HKOnoOmucn mproÓpeno OÓuIcrocyaapersenbe macurrabh. JTennoxue mex 
PET O HAIIMOMALUSALDNN IIAMATHMKOR MOKYCCTRA NO-IOKILIA OCHOA NE At RpYnnei= 
UNX XPaMzIÓuL apesmepyccxoW »xumomcn » Tperbaroneroli ranepee m9 Pycexom 
Myxee 0 Jeunurpane. BaarOJapa ICAA NO CTAPIAM FOPORAM l PECTABpaLUM 
HAMATIDIKOR HKOHONHCH MALIM MYJEH H NONE MPHYNIOXROT CBOM COKPOBMILA, 
B rox G00-1erua Alpes Pyóneoa » OHbIa, Amapomironom MoNicripe p Mockae 
Guin cosnan Myscil ApesmepyccKoro HOKyCCTBA Cro IMEI, 

OrkpsTie IKOHONICH — 3TO HE TOMBO HIBACONNS 113 2UÓDCUILA NAMATANLOS ¡pa 
OPyESKOrO HOKYCCTBA, HO H IPuismaNne ux 9CTOTIICCKOÍÍ HCIMOCTA. Dro Orxprerme 
COMPOBOKARNCH RECON HOCTOPION, KOTOPAÍ HC OCTHLA CUE 4 TOMINE 4 OKA 
AMIBACT MMAYIO NOMONIS 3 AEXe COÓNPANICA, COXPAMCHMA 1 M3YUCIIA APEDMepye- 
EI ao. 

B nomone K HKOMONKCH Cpexm HOcaenODATeNCÍ cyuscTayer 1necKonbxo Hanpane- 
mur, Ou arTOpH cocpenorowun ace mumamo na QartiiecrolÍ eropole Aca, 
HR DPOMCEN BOIAKNOBCHNAA ME PESETAS OTACIIBARIX HIRO, BA SUD AY 
Apyra. JIpyrux samuMacr w90Ópasurennas CTOPONA HKOMONUCM, TAK HaTMDACWaR 
TIKONOLPaduia, TpeTbM OTCTAMBALOT MOJO] K HKOBC, KAK K AIBOMICH, HL MSXORAT 
MPB NNCKYCCTRC MIOIUNNABIC AMBOMICHEAS KPACOTb. BG 1 TAX, TO MITALMCE 
poxccro 1 apenueit mxomomuen ee pexuruozno-prunocodorui emncz rar nopoxas- 
MIE MAPonnIOrO TUOPaccTAA. IR HCTOPIA MCKYCCTA HANDOMALES INATEC IMCIOT 
MOMTCM MOCTIEMCINA HYTM BHANATEABNOTO: PACCMOT DOHA INUMATHIOS: XYAOA50= 
TBCHMOÍ HEHNOCTA TOTO, TO COI/ABALIH APEBNS HKONHOMICI. DOT BDO AMET OPE 
OMIPacTCA Ma MOOGNOTO PONA HCACAOANNA: 

lO 80m CBOIM IPITAMARAM IIKOHOMICA TAX HENOXOA HA IIDABIIAYIO COMpENCIMOMY 
"COBEKY "KUBOIICE, OCOGEHNO HA KIIDONMICE INPOULAOFO CTOMETI, YO NERO MONE= 
PIT TOMY, Y1O PASTAJAT C6 MOXHO TOMKO HCPe2 Juemue 0Í 10conax, NOTOPOS MMOFO 
BCKOB TOMY MUA ÓLLIO BMPAaÑOTAMO. OCHOBOTONOMANKAMIL IPABOCIABION AONMA= 
Aelicrawresbno, Únona — 3TO He KAPruNa, 1 HXOMe BOCOPONAOJMICA He TO, 4EO 
XYAOKINK HMECT NCPRH FXAIANIN, A MOKÍ TIPOTOTHN, KOTOPOMY OM AOIXEH EnezO= 
mart, Mosaraie nxoma sorresasr 43 HOWITAMA IPOTOTAROD. K uonas Apu 
LBALOTCA, ¡RAYT OT nu HCUEACIN, HN HOKIAOIAOTCA MOTOMY, WTO 8 MX JE3OGpa= 
KACICA XpucTOC, Boromarept 4 COATh, VIKOHs YRACTAYIOT E CONEPIICHI MEPKon= 
aX OÓparoD. MKONOIMICS — 3FO E MIBCTHO CTONCHA PHTYAMLNOS MCRYCCTBO. 
Flowwrramne nom u ux cosmamue Osio crporo pernamentuporano VII Hixeñcam 
cobopom. MeTKNRIMO TBOPuaMI UKOMOMUCH JIYXOBONCTDO CUITANO C€ÓA, XYROzKUN= 
XaM OTDOAJUIACE ¿mum post ucnoJuerenctí ero samucnos. Powenma Hueñcroro. 
COGOPa KAK HC3MÓEMO OCHOSAMIA HKOHOUNCI ÓBURI HOMTH MEPea THCIAY JET BIOBS 
MOATSCPIAAME Ha CTONAABON COGOPE, 


From the time of Peter the Great's reforms to the beginning of the twentieth century 
scarcely anyone showed concern for or interest in icons. At any rate their artistic 
virtues remained unnoticed. The majority of old icons were covered with metal 
mountings, age-old repaint and candle soot and because of that it was impossible to see 
them properly. The discovery of early Russian icon painting is a matter of legitimate 
pride for our century. 

Rublev's Old Testament Trinity was the first masterpiece of early Russian icon painting 
to be restored. It emerged in the full glory of its colours before amazed contemporaries, 
but after the restoration it was once more obscured with mounting. Soon afterwards 
LS. Ostroukhov began a regular “cleaning” of the icons in his splendid collection. 
At the 1913 Exhibition wide circles of Russians had their first chance of seeing early 
Russian, predominantly Novgorodian, icons in all their original beauty. 

After the October 1917 Revolution, the collection and restoration of relics of early 
Russian icon painting became a state responsibility. Lenin's decrees on the nationalisa- 
tion of masterpieces of art laid the foundation for the large repositories of early Russian 
painting at the Tretyakov Gallery in Moscow and the Russian Museum in Leningrad. 
As a result of scientific expeditions to old towns, and the restoration of old icons, our 
museums continue to be replenished even today. The 600th anniversary of the birth 
of Andrei Rublev was marked by the opening of a museum of early Russian art named 
after him in the former Andronnikov Monastery in Moscow. 

The discovery of icon painting means more than the revelation of hitherto forgotten 
relics of early Russian art. It is at the same time a recognition of their aesthetic worth, 
a discovery that was met with general approval. Even today our admiration has not 
subsided and this continues to be of considerable help in the collection, preservation 
and study of early Russian icons. 

There are several trends in the approach to icon painting among scholars. Some authors 
concentrate their attention on the factual side, on the time when various schools arose 
and developed, and on their mutual influence. Others are drawn to the representational 
side of icon painting, to iconography. Yet others consider the icon primarily as a paint- 
ing, discovering true pictorial beauty in this ancient art. There have been scholars 
who have attempted to read into early icon painting religious and philosophical meaning 
born of the creative forces of the nation. Of the greatest importance for art historians 
are attempts to discern the artistic merit of what was created by the early icon painters 
by a close study of the icons themselves. That is the basis of this introductory essay. 

In all its characteristics icon painting is so unlike the painting to which modern man 
is accustomed, especially nineteenth century painting, that it is easy to believe that it 
can be understood only through a teaching about ¡icons formulated many centuries 
ago by the originators of the Orthodox Church dogmas. 

Certainly an icon is not a picture; the icon does not represent what the painter sees 
before him, but certain prototype the painter has to follow. Reverence of an icon stems 
from reverence for its prototypes. Icons are kissed, they are expected to heal and work 
miracles. They are worshipped because they are representations of Christ, the Virgin 
and the Saints. Icons play a part in Church ritual. Icon painting is to a certain degree 
a ritual art. 

The reverence shown icons and their creation were put on a strictly regulated basis 
by the Seventh Ecumenical Council in Nicaea. The priests considered themselves the 
true creators of icon painting, and the artists were looked upon only as the executors 
of theirideas. The decisions of the Nicaea Council were confirmed as the stable founda- 
tion for icon painting almost one thousand years later, at the Council of the Hundred 
Chapters in Russia. 

Theologians and Church historians take the view that icon painting is in fact the presen- 
tation of Church dogmas in visual images. Icon painting has its traditional canons which 
must, like religious dogma, be implicity obeyed, and in consequence icons are so like 


MKonomicb, Ho MHeKIiO GOFOCIONOR H HICTODHROR HEPKBN, — TO, 8 CyumoCtA, 
HCPKOBHIIS JIOTMATH, OÓNweIae 9 apurenbro oÓparta, Tar xe rar 3 Gorocno. 
DIM AOJIXMIA ÓLLIIL COÓMONATECA HOTMATES, TAR D UROMOMNCH — TPALMNOKABE: 
KAMOMI, DTM OÓDACIACICA, MOMCMY HKOMBL TAK MOXOXH APYT la Apyra, mOpoM 
HOY He OTAN, TÍO UK BHCUMIEMY BAY HO MCEFAA JIETKO OMPexesaTo, Bpemar 
Hx posImexuoDeIma, HexoTOpble HKOHA IPMOINADANTICE MEPyROTROPIIIMA. Corra= 
OC, “TO OHM CONAM ne 1EJOREKON. JTerernb 06 ux syneciom amen ma seme 
AMOCILUICA 3 JCTONMCI HAPANY CO CRSNRINIAMANL O CAMBIN AIBMENNO. MUA CO= 
Gurraax, 

Her 1coBxomuMocrH ocmpasaro cy1uecrsonamne 9 Apenueti Pym ayapma soon xax: 
COILICHNbIX MPEAMCTOR. Hestb33 OIPHUATb TOFO, HTO TARO BT Ma MEX Hao 
eso OTMeÑaToK na HKo1oImIcb, OJIBaKO $ 1EPROMIIOM YYCIimE 06 BROMA TpYAMO 
HAÑÍTI KIO4 K TIOMIMAHIMO MKOMOMICI XAK nexyecraa. Bee mxomsr Gsm pene 
Tam xyara. Ho Ju Te 13 nx, KOTOPHIS OANODPSMENNO ABIMIOTON MPONIBEAE= 
III HOKYCCTBA, HTEPCey1OT HCTOputO MCKYCCTIA. MONK, MUICHAME XYAOIECTRER= 
LIX AOCTONNCTE, MOLYT MPCLCTABANTA HITEPOO JUN HOTOPHKA KY IETYPL, 1 He MEKYO= 
Cba, OTILA HERE CUATAJIN, HTO ECAH JKONA OCBALICNA, TO, HESABNCIMO OT CHONX 
XV ROXCCTREHNBIX KAMECTA, OMA SaCAYxuDaer nowrrama. Hac SanHwaroT 1 uronomc 
Ce KYO RCCTECHIES HEHNOCTA 

Minporo pacmpoctpanenui y nome usonocpagieckui nodxo0 x mono 1ucer 
HeKOTOPxie OcHOBAIMA. MICOHOTHCIS DÓRIUNO HP NDHAY MEAN, HC COMAHALI EBOCTO: 
FIOITA, KK KABONUCHD. OMA CELOSA: MPADOTAMAOMY H YTREPAACMNOMY OÓH= 
HEM 1 MCPKOBIDIMM BACTAMI HKONOTPAQHULCKOMY TAMY. DIM OÓKACHACTOA TO, 
TO HKOHLA HA OIDIM CIOXET, JUAS OTACNCHNHE BEKAMN, TAR MOXOXI APYT da Apyra, 
HexoTOpuie ABTODA! MAXOAHT, WTO OTIUMIETL HX ¡ODÓUIO HEDOIMOXHO. CWITANOCH, 
TO MACTEPA OÓAAMEA CACHOMAYk OÓPASIAM, COÓPARIDAM 8 KCONOMMCIAX MOLI 
HU, 3 OF IIPOABANTE C£ÓA TOJIBKO 8 KO:IOPMTE, B OCTAIOM OU ÓRLH BO BANGCTA 
TPALUIMO MAX KANONOB. 

Ecsi mo OrPANIHBATROA OICANHEM 4 1E1CCHDAKAMICÍ KO PAQIIeCRHX TIOS, 
MO BISUKATE 8 MX BUYTPCNMMÍ CMC, TO HKOMOrPa(hAs, ocoÓemIO TAX HAT HBac Man 
HKOHONOTHS, MOXET MNOFO AUTO ALI HOIIARIENA apemcii rronommen. Ho STO poNce 
E AMAT, YO HKONOTPIPAA — FO CAMNCTICIÍ HT 1 MIYuCHIAO HKOIOMNC 
Heabok yTBCPxAATb, ÓYITTO 8 HKONOMMICI BCCTJIA OCIOACTBOBANK IPUBNANIE UK8= 
MONIDMPOBANMIBIE TAME HSOÓPaKSH, YTO XYAOXUNKIL BCEFO LID NOCAYIINO BOC= 
IPOMIRO,MJI TO, «TO Cymecruonano 40 1ux, Miomorpaus, mpintaras ma Pyen, 
LIA H1O70M KO/INEKTHBNOTO TOOPueCTRA MHOFIX HOKONEHNÍ. Po xynoxunos 
2 sem Grana ne MeKucÍ, sem yuerax Gorocnonos 1 epromum imcarecil. Kano 
DALIA ICONO PEAPMACEKIN TIOS — HOJA, BILTMO, NOABILMICE Ma PC Epa 
HHTEIGMO HIOSAHO, KAK IPHIHAK OKOCTENCIHHA TPARHL, OCKYAEHAA HKONOr Pape 
Koro TBOpwecrKa. 

Muoris CIOxeTM APEBMEPYCCKOÍ HKOHONHCH MEDEL M1 1 MPOULNOFO, 10 MuO= 
ros Guo como sanoso, Bosimukuosenme ma Pycm 1 noropunecxos passe 
TAKoH TEM, KaK HOKPOB BOTOMATCPM, MOXHO MPOCICIUETE 110 PYCCKIM. HRONAM 
XIlI-XVI sexos. MaoGpereren HOBropoJcKuXx MaCTepon XV neKa ÓBina. HKONO- 

10 rpadua «ya cs. (topa 1 Jlampa, B TO >xe BPEMS BOSMRIA IIPEKPactIaa KOMNOSII 

114. «BirrDa HOBTOpoALen € eyanasbuanao («Uyno or nro «Gua mero»). 

OCOGEIMOTO: BUMAEIA 3 MPEBHCpYCCKOÑÍ INOMONUCH 3ACIYKMBAST TO, WTO AYXO 
D PAMKAX TPANIIMONINX CBANICABCKIX CIOXETOD HIPI DOM HOY TPALIno 
MACTEPaM BCCFAa VAABANOCE YTO-TO ITPHÓABATO OT C£ÓA, OGOLATUTD, NePeocNBIcInITE 
Tapia OÚpasen, cOAJaTA HeWTO HOBOC, Tstamtinie JCHIER Uonorpadpm oÓRnO 
MAMpapaell Ha nOMCKH MPOTOTINOS 3. GoNee PantieM HOKYCCTRC 1 B AUTEPATYpe, 
O MEMON HCNOONICMNBATL M1 TO MONOS, WTO COMEPXUT 1 CcÓc esa Jm me Kana 
pur. 

B cpemslcscronoñ ANTEPaTYPO PASISarOr KanoNuecKue merma 4 anoKpufÓ, ua 
Ponte JFCILIbL, KOTOPAIC HEPIOBBIO CHMTALCE JTOAULAMI, MIKONOMCE — 3TO HEwTO 
noxouoe anoxpadam. M 370 He TOJIBKO NOTOMY, WTO XYAOXIHIKH BAOXHORAANMCL 
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one another that at times it is scarcely possible to distinguish between them. Nor is it 
always easy to determine their date just by looking at them. Some icons were considered 
not to have been created by human agency but to be of supernatural origin. Legends 
about their miraculous appearance on earth were recorded in chronicles side by side 
with information about the most important events in the life of the people. 

There is no reason to doubt that there existed in Ancient Rus a cult of icons as sacred 
objects. Nor is there any reason to deny that such an attitude left its mark on icon 
painting. However, it would be wrong to consider the Church's teaching on icons to be 
the key to understanding icon painting as an art. All icons were cult objects. But only 
those of them which proved at the same time to be works of art are of importance 
to art history. Icons devoid of artistic worth may be of interest to the historian of culture, 
but not to the art historian. 

The Church Fathers considered that if an icon was consecrated it merited reverence 
regardless of its artistic quality. For us the point of interest is the icon's artistic 
worth. 

There are some grounds for the iconographical approach to the icon—an approach 
that is widespread even today. Icon painters did not usually invent their subject 
as painters do. They followed an iconographical type, developed and established by 
custom and the Church authorities. This is why icons representing the same subject, 
even when centuries apart, are so alike. According to some historians it is absolutely 
impossible to differentiate between them. The artist was considered to have a duty 
to follow the examples gathered in the so-called podlinniki (manuals) and only the 
choice of colours was at his discretion. In everything else he was supposed to be governed 
by the traditional canons. 

If one does not limit oneself to the description and classification of iconographical 
types, but penetrates to the heart of the matter, then iconography, especially so-called 
iconology, can contribute a great deal to an understanding of early icon painting. 
But this is far from meaning that iconography is the only key. 

It would not be true to say that only the approved and canonised types of representa- 
tions-prevailed in icon painting, that artists only obediently reproduced what existed 
before them. The iconography that became accepted in Rus was the outcome of the 
collective work of many generations, and in this the painters played just as important 
a role as the learned theologians and religious writers. The canonisation of iconographi- 
cal types, the podlinniki, apparently emerged comparatively late as a sign of the 
ossification of tradition, of the impoverishment of the creative iconographical app- 
roach. 

Many themes in early Russian icon painting came from the past, but many other were 
created anew. The origination in Russia and the historical development of such a theme 
as the Intercession of the Virgin can be followed in Russian icons of the thirteenth to 
sixteenth centuries. Fifteenth century Novgorodian artists were responsible for the 
iconography of the SS Florus and Laurus icons. The fine composition, The Battle 
of the Suzdalians and the Novgorodians (The Miracle Worked by the Icon of the Vir- 
gin of the Sign), originated in the same period. 

The fact that even within the context of traditional biblical subjects, and with all due 
respect for tradition, painters were always able to add something of their own, to enrich 
and give a fresh interpretation to the ancient canons and to create something new 
deserves special attention. The main aim in iconography was usually to seek out 
prototypes in the art of earlier periods and in literature, but one should not overlook 
or underestimate the new element to be found in virtually every new version of 
a theme. 

The distinction was made in medieval literature between canonical texts and the apoc- 
rypha, folk legends which the Church frowned upon. Icon painting can be compared 
to the apocrypha, and not only because artists often drew for their inspiration on these 
legends (for example, in the Nativity of Christ or the Dormition). In the same way 
painters themselves frequently created pictorial apocrypha. This is the most poetic 
aspect of early icon painting. 
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Tun serca (sampnmep, 1 «Poxtascras Xpucronow», «Yeneiuio). Cam xyaom> 
MIKA MEPARO COSA HSOÓPAATEBN ANOKPMIDL, DTO 14 SCT CaMOS Noam 
secre 1 apena HKonOmIcn. 

Texa yenenna BOrOMATEDA MORBEPFJIACE 3. HONONMICIL xOPEHBOÍ nepepaGorre ma 
porspxeu crozera. Hosropozckas 1rona Xi! uexa IpuMuIKaCT X KanOImuecKouy 
auaITalicxoMy TMIY. ARIOCTONI l CBRTLC, CYOMNE DOXPIT 10XA. YAMparomci 
Mapu, DSITAGULAE OCUPOTEBUNIMO, KIA (Par ypa NOIPYXEHA 1 TAYÓORNIO IMA:D, 
O ocrieres oxua co cnoum ropem. B (peopanoncrom «Veneno Goce erpuctno 
BHIPACHO OTUAAUMO AMOCTONOD, HO HA XOXEM VMUPRIOINCÍ BMCITCA OIPOMA 
Úurypa Xpucra, 113 HONYMPaxa TEMHO-CKIETO OPEONA BMPEIBACTOE IAMENEIOLAN 
xepyano 

B pyccrux «Veneno XV nera cuena mpnoóperacr nom exc. Ha 
A TOPEM OTAEINBIX MEPCOMAEÍ JOWMIIPYET BOCOÓUES DAYUIENCINE, Pastocta 
sema moneí, CoÓpasumXca x noxy Mapu m norouX cl cnany. Pyeekwe «Yene- 
uN» — DTO, $ CYIMOCTA, MUOFOYCTAA NOXIAJA BOromarepu, OXILIAMNE €e Bose 
cet ma 100, M8 TOM OH PELEADO OTMNOTCA OT Biar MOI ma 
Ty TOMy, Puicyioun ramerao CMepra 

ANANOrINAE HSMENKCINIA IPOMEXOJUNT M1 APYENN TEMAX HEKONOMAH. Oui TOBOpAr 
O FAKONOMEPHOCTA PASTA KONO Pai na Pym. 

Hexoropuie: OCoGeNÑocTIt APEBIIEPYCCKON. HROLIOMCI OOBICIBMOTE ee curar 
exa opus. Hepais mona Osun npusesenss na Pyco 19 laporpaza. Tlepube 
MACrepa-"rKonomÑcusa, paGoramume a erpane, Ot rpcc. B XIV nexe y Honropoze 
4 » Mocswe mpocxanunca Deopar Tper 11 oxasa daMErIIOS ANO HA PyECKUN 
AYNOKIMIKOS, Bi THÚCKASA UKOMOIUNCO OTIMAACTCA YTOI 

cráa. Ha MO NCMUT OTIIMATOK TO NAPCTOSINON POCKOLK, TO MOIAILICCGON EypOBO- 
STA. Mepes susarruilues pycoKie HKEOHONHCIDA YINANI BESMINYIO. APeBIerpesecKyo 
AO pican ei 

Oxmaro KaK Hu CITO 3 MONOTBOPHO ÓuuIO 1O21EÑCTANE 11a APEMISPYCEKYIO 1UKO= 
HOMME DISAMTIÑCROÍ, ITO NC HICKMONALTO MAY tuu pacromeimii, Oria amor 
O ceóe anar ye 1 apcmmeiumá nepnos, «Boromarepo BaauiNnperas», Kona, 
Bonmesemnas vs LIapbrpasta, ph Bccit OA) XOTBOPeMOcri CBOCTO CKOPÓNOTO nxa — 
DTO KUBAS MLIOT), HIOYTM KaK 1 NO3ATCANTIMON HOPrpeTe, Y Borowátepu 8 mono: 
«Borowateps Besmras Manarin» n Gomnei rent mxomomcnil mus, Goes or- 
one, no DotzuLetnai nea, 

Apo morpyame uxoner: aptanren nosropoxcimi y apxasren xunpercl, 064 8 Apxo- 
»PACIBIK MIAMI 1 CO CMJI SIM JINUANON HA. MEP BICI MOXOAA, RAK: POLMHE: 
paren. Ho 11 Mexay mu coro pacroxtaema, E ausaurralicrolí ron Gonce eypo- 
BL Ak, 3 HOBTOPONCKON bEIParAcHne Gone MATKOS. B 1OBrOPOxCKOHÍ MxOnE 3 YEAO= 
BATHIX CKTANKAX OJEXS OTKPATO RHAMCHA UKOMONICHAA VENORMOCT,. 

Ape monos Moamua ipoarewn nor cute Go.bure ocHosa1al ¿UI Toro, tr0ÓH ro- 
OPI» O pasjmumax mexay odemMn tuxozm, Tem Gonee 4ro PyecKan aroma or 
HOCILTCA K MCPUOXY SPXOCTH PYCEKOÍ HIKO:IH 1, BOIMOXIO, BEI 1t3 MACTEPCKO 
Pyóncsa, Moxtns Flpemmera 3 oÓoWK caysaax — 510 cyponsl nexer, OTUICIINK, 
+ MORIKI TOROBOÍÍ M MEMANIIMM. BICAIOM. 806 Ke PYCCKAÍÍ MACTOD CMT 
TY CYPONOCTA mApaxemen xOÓpoTi, wepria zamua 1 oseprama burypst Goes 
JAKPYTTCIM, BONOCH IPATAAMLID, D JUE IPOTAJABIDAST MOTO PIÓJTCIOS, an 
resbcKos, 

Mona «Bnaropcuermne» 1 Zaropera, muxrmo, namcana na Pyci, nO BRNETETOR 
Knuaccuecroll uaperpanexoi wmcroroll«bopw x mpexe nero 3areibmBoctólo cnoci 
HOWNeAKEKoro rama apxurrexrypu. HO a ucro rpesecKom «BxaronenenMIo Tema. 
monci, y 0cOGCImOCTA PIPA DITALAMMLO:EÍ 11330 KONO SAVAGE, 8 G02t- 
lieil CTenci IMOTEKIIC, TIACNMC, XOMCTCA CKASATD, XIBCKNE. DTO nOPOxAEINE 
EISANTAÑCKOTO KTACCAINS:A, MOYTI HACTHUN, HOMACAA OA ANTUAHOCTE, B MOCRON= 
EKOÍ MXN ANTIMHOCT MPOCBCTIAS, IIPOLNCARIAS CKDOYS FOPHILAO HKOINOÍ OxY= 
XOTBOPenoCTA, PuryPa aurea enBa CIynacr no 3eMAC, NrKO Mapu. nom cero 
Ye IPABOCKIIINE FPauun pyÓnenciarK anno 


-INOCTIAO CORTO MaCTEp= 
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The theme of the Dormition of the Virgin underwent radical changes throughout the 
centuries of icon painting. The Novgorodian twelfth century icon comes close to the 
canonical Byzantine type. The Apostles and the saints standing around the couch 
of the dying Mary have a bereaved air; each figure embodies profound grief, but each 
of them remains alone in his sorrow. In the Dormition by Theophanes the Greek, the 
despair of the Apostles is expressed with greater passion, but above the couch towers 
an enormous figure of Christ, and a brightly glowing cherub bursts through the half- 
light of the blue mandorla. 

In fifteenth century Russian Dormitions the scene acquires new meaning. Above the 
grief and sorrow of individual personages there prevails an all-pervading sense of 
exaltation, of joy at being united in gathering around Mary's deathbed to glorify her 
name. Russian Dormitions in essence amount to a choir singing alleluiahs to the Mother 
of Christ prior to her ascension to Heaven. In this they differ radically from Byzantine 
icons on the same subject, which depict the mystery of death. 

Analogous changes take place in other themes in icon painting, testifying to the logical 
development of iconography in ancient Rus. 

Some features of early Russian painting can be explained by its Byzantine origin. 
The first icons were brought to Rus from Constantinople, while the first master 
icon painters who worked in the country were Greek. In the fourteenth century Theo- 
phanes the Greek became famous in Novgorod and Moscow and exerted considerable 
influence on Russian painters. Byzantine icon painting is distinguished by the finesse 
of its technique. In some respect it bears the imprint of royal splendour, in others of 
monastic austerity. It was through the Byzantines that Russian icon painters came 
to know the great, early Greek tradition, and to follow it. 

But however strong and fruitful the influence of Byzantine icon painting might be on 
the icon painting of Ancient Rus it did not rule out certain differences between them. 
These showed themselves even in the earliest period. The Virgin of Vladimir, an icon 
brought from Constantinople, is in fact, despite the spirituality of the Virgin's face, 
a flesh-and-blood portrait, similar to those of late antiquity. The Virgin in the icon 
popularly knówn as the Virgin Great Panagia of Yaroslavl presents a more traditionally 
icon-like countenance devoid of any earthliness, more elevated and idealised. 

The two half-length icons, the Archangel Michael from Novgorod, and the Arch- 
angel Michael from Cyprus, both depicted the Archangel wearing bright red cloak, 
and with swarthy countenance, looking very much alike. But there is a number 
of differences. On the Byzantine icon the face is sterner, while the Novgorodian one 
has a gentler expression. On the Novgorodian icon conventions of icon painting are 
clearly expressed in the angular folds of the clothes. 

The two icons of St. John the Baptist afford still stronger grounds for speaking of the 
differences between the two schools. The differences are especially pronounced here 
since the Russian icon dates back to the mature period in the Russian school of icon 
painting, and possibly originated in Andrei Rublev's workshop. In both cases St John 
the Baptist is an austere ascetic, a hermit represented with bowed head and sorrowful 
gaze. Nevertheless, the Russian painter managed to soften the severity of the counte- 
nance, giving it an expression of kindness; the features of the face and the outlines 
ol the figure are rounded and flowing, the hair is smoothed down, and the face has 
some features typical of Rublev's angels. 

The icon from Zagorsk, the Annunciation, was apparently painted in Rus, but displays 
the classical purity of form, especially in the involved Pompeiian type of architec- 
ture. But in the purely Greek Annunciation the figures of the personages, especially 
that of the handmaiden peeping out from behind a column, are for the most part 
quite heavy, fleshy, and one is tempted to say, pagan. This derives from Byzantine 
classicism and is practically a pastiche, faking antiquity. In the Moscow icon the 
classicism has come through the cleansing flames of the spirituality, associated with 
icons, as it were, and is softer, purified. The figure of the angel seems to hardly touch 
the ground, to hover lightly above it. These features are forerunners of the grace- 
ful Rublev angels. 
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Even more striking is the difference between the face of the angel from the Zvenigorod 
Deesis Range and the angel from the Vysotsky Deesis which was brought to Moscow 
from Constantinople. True, in this instance we are comparing painting by a rank-and- 
file Byzantine artist with something created by the greatest genius of the Russian 
school —Andrei Rublev. The type of the face is similar in both icons: the fine straight 
nose, small eyes and mouth. But in the Byzantine icon the modelling of the features is 
heavily accentuated by highlighting and rosy tinting of the cheeks. In Rublev's icon 
the features are almost ethereal, spiritual in the extreme. The painter moulded the 
features in a light, delicate way which leaves an impression of angelic chastity. 
Asregardsicons of non-Russian origin only in the Balkans have I encountered any that 
anticipate certain features of the Russian school. Such are the icons of St Demetrius of 
Thessalonica and the Archangel Michael's Miracle at Chonae, from Hilandar. They show 
less modelling of form than the Greek icons, but the silhouette and the flowing con- 
tours are more strongly accentuated, and the colours more bright and resonant. It is 
not known how these icons of Balkan origin could have influenced the Russian school. 
The Byzantine and Balkan roots of early Russian icon painting are worth studying. 
But one should not forget that the purely Russian imprint which can be observed in the 
majority of early Russian icons was of decisive significance. 

Contacts between early Russian art and the general culture of the epoch have recently 
been attracting the attention of historians. Such contacts were ignored by the old 
school of iconography, which saw icon painting only as the product of the Church, 
religious beliefs and monastic asceticism. 

A study of its historical premises, its historical and cultural basis makes for a deeper 
understanding of the role of early painting in the life of that period. This does not 
mean, however, that every phenomenon of significance in Russian icon painting can be 
traced back to and linked with certain historical or historico-cultural premises. The 
development of icon painting also had its own inner logic. At any rate Russian icon 
painting is a historical phenomenon and the first task of a historian is to find its proper 
place in the history of the country and the nation. 

The heyday of Russian icon painting occurred at a quite definite period dating from 
the end of the fourteenth to the mid-sixteenth century. What, in fact, is this period in 
Russian history? It can be described in the following way. After going through the 
most taxing trials of the Tartar invasion, the Russians found the strength to begin fight- 
ing for their independence while preserving faithfully the legacy of classical antiquity 
and Christianity which had come to them via Byzantium. The Russian people had not 
yet achieved what was to be accomplished later, but Rus was already beginning to unite 
Tor its successful struggle against the enemy, and was growing progressively more 
aware of its unity. In their art, as in a preliminary model, the people expressed their 
hopes and aspirations, their social, moral and religious ideals. The heyday of icon 
painting preceded the rise of autocracy which emerged in the struggle against the 
Orient and acquired features of oriental despotism. The heyday occurred during a period 
which might be termed a historical prelude. This is why the icons display so much that 
is utopian, elevated, ideal and incredibly beautiful. 
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Modern man cannot help but be amazed at the sharp contradictions between the 
cruelty and crudeness of morals in feudal Rus and the nobility and loftiness of its art. 
This does not mean, however, that art turned away from the drama of life. Anyone 
who considers that the geniuses of that period created in absolute isolation is transfer- 
ring to the past the afflictions of modern art in our time. The Russian people of that 
period were well aware of contemporary events, but they aimed to achieve in art what 
they lacked in reality, for which they were striving and hoping to achieve as a nation. 


Ho 8cox COXpOBIX APeBIÍ ICONO NCTOPNA, ECTECTACINO, PULCKALOT Gore 
CELO TAR, B KOTODHX OYCBO lex MPaNoe OTHOLIEHNE x 11apozuoli Xuan Toro 
pene, OGpasm uysemxos Bopuca 11 PeÓa BHTAMACAN TOTAR KaK Yectnenanne 
Kie OTKAATECA OT MOKAOYCOÓNÍ, OT ROTOPIX TaK CTpanaza nea crpana, «Mo 

OT AANCCRD HOBTOPOJUIA — 31O NAMATINK CAMOCOMANNA HODTOPONEKOH KyuuccKoih 

114 nar W ce ÓnaroNecrNa. B «Birrb HOBTOPOANEB € CyIAIADIENID POAILICA MECT= 
IM MAIPMOTUIM EX XET, KOTAA HOBEOPOXCKON C0OÓO]S CTA YIPOXATS NOK 
MOCKORCKA Kinasei. Mio Tlerpa u Astorcni — aro MPOCIABACINE Tpaxtnancxol 

192. AOÓJECIA Kc ucpran, CO JOKINKOs MocKoncKX kune, Haronen, «leproso 
BOMNCTANIOMNAN» — Exaa uapernenoli Mockme e monozum Moamow IV no rxaxe. 
Dra ona Moryr Gurro 1asoari meropreicinn, rpaxaameracinsno, Mx mono 
NIRO TA y OmMInICTICCKoMy nocAanmo crapua Encaraposa monacrma Diuoder 
ma emy: «Mockwa — rperui Puyo. 

(PEA! MKOW HMECTCA HCMAO TAKIIX, D KOTOPEIX BONOHICHs BOMPOHNA AYXOBENCTEA, 
ax Genoro, TAK M óepworo, Mz HanÓ0nte HIRCCTBIX ROCTATOMIO NIAIMAT NOBTOPOA 
2. exo uony «Oretccrao» XIV nera u «Tpomy» Pybnena, Meropuxar mua e mx 
sOLIUITY HEPrOMMIIX AOrMaTOS 0 Tponue, KOTOphe 1 TE TOA OBCpraXuco come 

159 1000 eporuxasan, C ApyrOÍ CTOPOMA, KONA WANOKAAMICHO) MOKOBKOFO. Yenet- 
Exoro COÓOpa — HE TOO OTI ta DORONAMIE OÓMISETDO OxAAAAA XOLA 
Mapa. ei n0seInO OTPASILNICE 1 DOTIPEINA TAX KAJMBACMOÑ CPECH AIAOBCTAYIO= 
xuix. Ele Gonee OYeBano npamoc moXzÍcTmue HePKOBNON JOTMaTIIOA 1 axomaX 

191 Bnaronenencroro coÓopa, kosopwe 1 cepezunie XVI nera Jun nOROz 2 1aMAnOr 
Bucsosroro u zu nocranooscmsi Crornasoro cobopa. 

CpeaK APeBcpyccKX HO! MOXIHO MELIA OCOÓYIO IPYIY TAXI, 1 KOTOPIIX 
IPOXBNAWCA MAPONNO MACANIN, CKANALA COC C1O3O «CIEMIILARTIbACCKAA Pyet». Dro 
» MOPaYIO ONPEID ton, nocBAIBe moxpomrreaam exora Feopruuo, xopy 

51 1 Jlaspy, Braco, moxer Gutrs, u Mie FIpopoxy, rotoporo 10Ópasas na apor 
ornemow pone xax mpesuuxa aauecroro Gora rpoma 1 mom Mepyua. Bn 
NOTOPIIX CAYYARX, BOIVOXIO, D HKONOMCO IIpOMAKANO 1 IMPOJINOC AROCECPA, 

103. 1 vacrnocra nou ante Marepu Csspolk Sem. 

HCTOPIKY SEA KIA BOIMONOCTA IPOTHUYTD COCLUMITELIAS ITA MAY 
>ATANOMILAM MCKJCETBON HOHOMICH 4 TEM, YTO HAM AOCTOBEPHO ¡M3BECFHO O BOS- 
SPEAK, o seponamsx u o cyenepnsx moneñi toro apeuenx. Ho 310 JazeKo He 
nceraa yauerca cuenoro Gea marmxer, Taro mencnpúa, xax «Tpomu» Pyónena 

159 1 «Ariorasmneno» Kpenencxoro muctepa, amctor Óoniee JUMpOXUÍ CMI, EM TO1, 
OTOPAÍ AUX BILD MIO] TOTO BPM. HeAapOM OHM NONANS BOMAYIOT 
hac me MEW ve apamopi Diguta neu Muczarpxezo, Heyxen see Jun TOTO 
TOXIAO, UTOO! OCROPATA EDECE, HYXRO GbiO CO2MABATA AMOS TaOpeIare Pyónesa, 
*roÓ NpOTNBONEÍÍTNODATE MOCKORCKAN Ipirrczamezas ua Honropon — ttxony 1 
Tem nOUNCKON cren. CnoGOnOMMCAE HOKOPSRALOCE TOFAA KOCTPAMN, Ha Mpa= 
KCCKYIO PATI-O IHAL PATIO, 3242 HCTOPAKA —IYÓL BHIINISYTO 1 ApeBteeMeKyo- 
TB, VACIA CEÓS, KAKMM OÓPASON O1O CAYKIMIO CPCACTBOM AYXOBHOFO ROCMITANINA, 
TOMA b, KAKOBM ÓBUIM XYAOECTDEHKHC KPMIOCTA, Óe2 KOTOP.IX 3 TO BPEMA He MOF 
oGojirmen 1exo3eK. 

Xaparrepuaa 0COGSMNOCTb APEBMEpyCOKON WKOMOMICI, OTDEIABIAR: conHaznoi 
erpyraype pene Pycu, — 910 HaJuIe y MEÍ CADA KTOSNONEKOTO? N KEPSCTbANL= 
xor0%. CpexN HRO! BHACIMOTOA, C OAHOÍÍ CTOPONA, POCKONIALO, HOPOR yTOXH= 
IE PAÑOTIS MACTEPOS 1 KIBEACCKIX 1CITPOD, 2 TAKKe Ó1MAKIX x GoXperoÑnep- 
AYLIKE 4 € APYTOÍ CTOPONA, JOAO HOCAJCKI H KPECTANCSUX MACTEpoB, Gonce 
Genie 10 NaTepuaJIy n 0 Kpacram, Gone He1auuezoRarie no XaparTepy. Dro 
He IMAMIT, TO KAXA% CTOPONAIIMONA BON CORTE 4 TORO Wax novwrrazs. Mxomo- 
xpagun Gua oGueÑ, Foposexne 1 conexo macrepa COpenomaJIcs Apyr O Apy- 
TOM B PAÓOTAX Ha OJUNY MTY Ke TEMY, KOTOPA ÓBLAI BROCHA NO OIM TEM e 
paguen, popa 

21. «Boromarepa Spocnascras» 13 Ostutero co6panma H. C. Ocrpoyxosa — aperos 
OREPUIINOS HCKYCCTDO, E ueM IPOsiaILnOcE TIYÓOKOE kutnocodexoe ocrucnenne 


107 


192 


82 


159 


191 


sy. 


133 


159 


The remarkable purity and peace pervading Rublev's paintings can be likened to the 
peace on the battlefield between two bloody battles. 

Of all the treasures of early icon painting the historian is naturally attracted first of all 
to those which display a direct link with the life of his time. The images of the 
martyrs, Boris and Gleb, seemed to appeal to the people to fight against the inter- 
necine strife from which the entire country suffered. The Praying Novgorodians 
reflected the outlook of the rich Novgorodian merchants, their pride and piety. 
The Battle of the Suzdalians and the Novgorodians reflected the local patriotism of those 
years when the freedom of the city of Novgorod was threatened by the princes of 
Moscow. The icons of St Peter and St Alexius are in fact glorification of the patriotic 
endeavours of these princes of the Church, the collaborators of the Moscow princes. 
Finally, the Church Militant is the lauding of Moscow as a kingdom with the young 
Ivan the Terrible at its head. These icons can be called historical, of a secular nature. 
They may be likened to the homily of Philotheus of the Yeleazarov Monastery on the 
theme: Moscow, the Third Rome. 

Among the icons there are many which represent the outlook of the clergy, both 
monastic and pastoral. Of the better known ones 1 shall quote the fourteenth century 
icon of the New Testament Trinity and Rublev's Old Testament Trinity. Historians see 
in these an attempt to uphold the Church dogmas on the Trinity which in those years 
were doubted by heretics. 

On the other hand, the icon of the Apocalypse in the Dormition Cathedral of the 
Moscow Kremlin is not only a reaction to the expectation of the end of the world 
which perturbed the nation, it indirectly reflected also the point of view of the “here- 
sies of Judaism”. The direct influence of the Church dogmas is even more apparent 
in the icons of the Cathedral of the Annunciation, which in the mid-sixteenth century 
provided grounds for the attacks of Viskovaty, and for the decisions of the Ecumenical 
Council of the Hundred Chapters. 

A distinct group can be discerned among early Russian icons which reflects popular 
ideals, and especially those of “the Rus of the tillers of the earth”. These are first of all 
the icons representing the patron saints of domestic animals —George, Florus and 
Laurus, Blaise and, perhaps, the Prophet Elijah, who was depicted against a bright, fiery 
background as a successor to Perun, the pagen god of thunder and lightning. Perhaps 
in some cases icon painting also reflected the duality of popular beliefs, especially 
reverence for fecund Mother Earth. 

Every possibility of finding connecting links between the mysterious art of icon painting 
and what is reliably known about the world outlook, beliefs and superstitions of the 
people of that time is very important to the historian. But this cannot always be done 
—not by any means—without stretching a point. Such masterpieces as Rublev's 
Old Testament Trinity and the Kremlin Masters Apocalypse have a much broader 
meaning than that which the people of that time saw in them. No wonder these icons 
still have power to stir people, even today, no less than the marbles of Pheidias and 
Michelangelo. Surely it was not only with the aim of defeating heresy that Rublev 
created his wonderful painting, or another artist his icon on the theme of a military 
legend just to counteract the aspirations of Moscow to the Novgorod lands? Free 
thinking was fought with witch-hunting, and wars were the answer to wars. The task 
of the historians is to delve deep into early art and to find out in what way it served 
as a means of spiritual education of man; to understand what were the artistic values 
which were essential to man in those days. 

A characteristic feature of early Russian icon painting, well in keeping with the social 
structure of Rus at the time, is the existence of two layers, two strata, that of “the 
lords”, and that of “the peasants”. There are those icons which are distinguished for 
their splendour and at times extremely refined work by painters from centres of princi- 
palities or close to the upper crust of society; on the other hand there are icons painted 
by posad or village craftsmen, which are poorer in material and colour, and less pro- 
found in character. It cannot be said that each side had its special holy relics and looked 
only to them for assistance. The iconography was general. Quite frequently the painters 
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40 41 xunoti, newxonoriuecsul noprper. Jluuo Hixonw noaroponeroÑi muxo ma Jl 
X01A MONASTMDA — TO, Kax 1 no (ppecrax Hepejuna, smpastrreamnan macra e pac» 
Al MPenABNA FASANA HO UCPKIY CEIM MOPULA MA AN, Kpentenckas om «Boro- 
MATEpk» € €£ OÓ MIMCM 30.OTA — TO CUE OTTOJIOCOK BHIAMTIÍCKO MOYAHKI NH IMA 
43. B «Boromerepu Benosepcsoli» C KpACHIM HAMÓOM — NEPABIE PIAHAK HCTOFO: 
KOJOPUZMA PyCEKOÍÍ EOL 
B XIIZXIV nexax 8 MeKOTOPuX PAÓOTAX COXPANAETCA 1 paamuinacron kuencrea 
AOMONrombcraa Tpantua, Honoc ABNCHNO TOTO BPEMEIN — BOANNKIORANE PYC= 
exoro Mpunurnsa. PaGozH XYAOKIHEOR HANBII HL AAXC MEYIMONI, MO B MIX, 0C0= 
ÚENMO 8 KITAMMENK NICÍIM4AX, MOJIRYIACT HENOCPEACTBCUNOCTE BHPAKENAS, APKOCTb 
KPACOK, MIIAMENWEEKOC IPOCTOAYUIME, BaanyAnennbiÍ PasprD C JOMONTOJIBCKIMI 
PAJA MMIOMOTAN CNOKCHIIO ¡RIIONBAON PyCcKOÍ 1H 
B xomue XIV nera ¡a Pyen nonmmacea nomas poa nunarralicxa aman a. 
a1or pas anoxa Masconoros, Cams xpyanuens sx nposoJurom Obra rearme 
Macrep Deodan Ter. Ero HCKYCCTBO-CTpacrHoS, ApaMariunoe, MYApoc, cyposoe, 
OPOJO TPATINICEKIL NAIIPASHIOS, MePeAKo BOSBMUILHNO NPeXpaciios — npoxseno 
NIbMeÍIICE BNEJATINEHNE Ma PYCCKUX MACTPOB, Brpowew, pyccias HromonncE noma. 
Cao nyren, 
Mronomucs PyÓxewa 1 ero CoBpementiurop — 9TO Amcto asIcoYallmiero nOAzOMa. 
MoCKOSCKOÍ 1uKoz1 11asaL1a XV pexa, PyÓJICB HPCOAONBACT APAMATILM 18 CYPOBOCTE 
Deopana 115 OÓMIKE JOA, B BRPARCHNI AX JU, M4 5 XEpaxtepe popw 1 xpacoK, 
Topuecrno PyÓena — oJua 1 Depunst pyceKol axonomc. 
Panom e mocxoscrolt unkonoñ 1 XV sere pacineracr Hxonomucs 1 nonmuom ropoe 
Honropoxe. Mentes COJepuATENDNAN, MEM MOCKOBOKAS, OIEA OÓNANAST 10 Mee 
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in the centres and in the villages vied with each other in painting icons on the same 
theme, on the basis of the same “patterns” or types. 

The Virgin of Yaroslavl from the former Ostroukhov collection is an-example of mature, 
highly perfected art, in which is displayed a profound philosophical comprehension 
of the theme of the Virgin Eleusa, and a masterly handling of form. In the “popular 
version” of the icon the forms are less organic and flexible, the contours are angular 
and volume practically non-existent, but on the other hand there is so much warmth 
and sincerity in the inclination of Mary's head that it compensates for all the “short- 
comings”. It is difficult to decide which version to prefer. The Archistrategus Michael 
from Korin's collection illustrates the popular belief in divine punishment. The Archangel 
Trampling the Devil Underfoot by Simon Ushakov is more exquisite in technique, more 
like Western painting and consequently more advanced. But in this “competition” 
the folk artist is the winner. 

Eighteenth century icons of the Northern school are less skilful in linear design than 
the late seventeenth century icons from Yaroslavl. But the folk icon often shows 
greater feeling for poetry and colour than the dry graphic manner of the Yaroslavl 
artist which was a preview of the virtuosity of the subsequent Palekh painters. 

The professional and the folklore trends are in a way indivisible parts of early Russian 
icon painting. One is unthinkable without the other. 

A study of the historical development of early Russian icon painting helps one under- 
stand its nature. It had its beginning and its end. We can speak of rise, efflorescence 
and decline. But there were continually deviations from this sequence. 

Modern researchers pay much attention to determining the date and provenance of 
individual icons. But it is extremely difficult to date them according to character of 
execution even in terms of decades. The pace of development differed from place 
to place. The stage that Novgorod and Moscow went through in the fourteenth and 
fifteenth centuries was still being experienced in remote parts of the North up to the 
seventeenth and even the eighteenth century. A straightforward chronological arrange- 
ment of surviving icons gives no idea of the historical development of icon painting. 

In the eleventh and twelfth centuries it was icon painting of a Byzantine character that 
predominated in Rus; and in the main large icons resembled frescoes. The majestically 
calm figures were depicted in frontal poses gazing at the viewer. Epic calm reigns 
in early icons, and towards the end of the twelfth century images become more dra- 
matic. In the somewhat gentler expression of the Saviour and the Archangel with the 
Golden Hair the features of the emergent Russian school can be discerned. St Nicholas 
from the Novodevichy Monastery is practically a living, psychological likeness. The 
face of St Nicholas on the icon from the Dukhov Monastery in Novgorod is, like the 
frescoes of Nereditsa, an expressive mask with wide-open eyes and emphasised wrinkles. 
The icon of the Virgin from the Kremlin in Moscow, with its abundance of gold, 
reflects the Byzantine mosaics and enamel work by which it was influenced. In the 
Virgin of Belozersk, with its red halo, we see the earlier features of love for pure colour 
characteristic of the Russian school. In the thirteenth and fourteenth centuries the 
Kievan pre-Mongol traditions were preserved and developed in some works. A new 
manifestation of this period was the appearance of the Russian primitive. The works of 
these painters are naive and even crude, but they are captivating with their spontaneity of 
expression, bright colours and childlike simplicity, especially in border scenes. The 
enforced break with the pre-Mongol tradition helped the emergence of a national 
Russian school. 

At the end of the fourteenth century a new wave of Byzantine influences, this time of 
the epoch of the Paleologues, spread throughout Russia. Its most prominent representa- 
tive was the great master Theophanes the Greek. His art—passionate, dramatic, wise, 
austere, at times tragically intense and frequently lofty and splendid—left a deep im- 
pression on Russian painters. But Russian icon painting proceeded along its own 
course. 

The icon painting of Rublev and his contemporaries is a phenomenon of the tremen- 
dous upsurge of the Moscow school early in the fifteenth century. Rublev broke away 
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nosricmocrero. Mancrannax 10 srycy, ora 10 1yxy Ona dposmopy. Hosropor= 
KMS MOMIA ÓNCULYT IRON IPASAMIMIBIMN KPACKAM, 1 HEPROBIEX V1aMETIMRAX 
cero anementar cnercroro. B Horropoge 1e Óuo res, pamoro PyÓJesy, xora 
HOBTOPOJCKS MENEMHATE BRICOxO LeMMann HKOHOMICHOS MAcreperao. Bonrminerno 
HORTOPONCKIX HROH OTMEJCHO RHCOKIOA YPowuen Hnenomnerma. Henapon nosropose 
Kaa ROJA paste Jpyrin maza coo Mpaanae, 

Tlexos Gs «ouraanm Óparom» HOBrOPOZ2, MO NCKORCKE 1AKOIIE 3AMETHO OTAN 
"HA10TCA OT HOMTOPOXCKIX.  HHIX MCABILC APTACTILIMA B BIMOAHCHI, 2270 GOxtAIne 
lOSTIMECICUX O3apeI. PIICyHOK HCTBCPARÍ, 10 DEIPAJMTCIDA, XPACKIL XTyINE, 
BCmAIRAIOIUe 4 ropsumme DRyrpermeu cnerow. Tlo1xynaomas nenocpexerser- 
HOCTk B JIMUAX, CTPACTIIOCTE "YBOTb, IUNAMENAS Depa. 

3a HOCNEANES BPEMA CTAJIL IPONCUATACA EPT! APYTAN MIKO! MPEBHepyCCKOÍ o 
BONIKCI: TBEPCKON, CY3INBCKOH MT. 1. BOJICS APYTIX AH OCOGIHOCTH CeBepnoi, 
HAYUIEÁ OT HOBTOPOJCKIX TPpamMIná, HO OTMMWAOMEÑCA. MATPIApXaUmDROÍ ezo 
PONIIMDOCTEIO, DTO MEKYCCTBO NIEPeRCICROC, MYXUIIKOS, KpecrbaIHcKoS, B mem nas 
MEYANOTCA METAL OS/ONCÍIMO PACTIMCHRX INPALOK: He2aTeAMnOCTe damena, rpy= 
GOBATOSTD HE HSCKANNOCTY Prcyuxa, Ge4uocri KpacoK 1 mwecre c rem normnaromes 
IpocTonyEnme. 

B xonue XV nexa Ha HeGocsiome MOCKBSI NONBAROTCA HOREA AREINA — MACTEP 
Amoxil. Or MnOTIM ÓRuL OÓAS2M CUOPMY DENMANONY tIpeaucraemny PyÓseBy, 
HO 80 MHOFOM 1 OTEJOHACICH Or nero, Mi 31O BOBCE HO OIMANATO CIIXCUAA MCTEp= 
craa. Meryccrmo JINOHHeNA 3penoe, CASPxAIOS DB DIIPAXCIIN UYBCTD, BO0BIAUe 
OS, COJCPIATEMBOS, M3HCKARNOC, Guaroponnos 1 rayÓoro senozeros. Jluomucul 
Gun TONTAÑUIIM KOJOPACTOM, CTO KPACKH, HEXMBIC, IPOSPAIC, CTA AMDAJOTCA 
B OJATOTY*NELE ARKOPABI, OCOÓEAMO 3 HSOÓPIDKCHMS TOPIRCCTBCIBIX MHOF ORO 
cuen. Ho aro me xonoJ, odas parra. Bos mpormaano y nero 
CRCTAOÍ 1 BOSSA IPADIUNINILOCTEO. 

Auoxcul oxasaz lia CODPeMCHMIXOB epa Jul ne GOmbanCS BAMRNAC, HON B CB01O 
>noxy Pyóxes. Ha noto nepayio nonomuny XVI 1exa JOXALCA OIÓNECKH ero NOJSIn 
KPACoX. B HKONAX 3TOFO BPEMENIL NORBIAETCA HNOBECTBOBATEIBNOCTE, HO JMITEPa= 
Typuas, JULIAKTIvICCKaR CTOPONA He BEITeCaBer JmomIcnol mpentecru oópasos. Ho= 
xoTopste Hxowat XVI nexa 3AKIoWator 5 ceÓe OrpOMHOS HIDÓNIME MOTABOD, KK Has 
Crosunb dppecomsal mua, 

Pesar nosopor nanuer ua cepoyany XVI nera. Aormarmuecxne cnopa no nosony 
HOBHX MKOM Ji NTECPAACIME CIOAABOM MIEPKOBHOFO KOMTPOZIA HA IONOMCHAMIE 
HO-TOKILIA KOCH JMNHOMY GsATOSECTALO XYMOXHIKOR 14 PaCHRETY IKOHOMACA. CoGOp. 
ccxnanca Ha PyÓxena, xaK 112 OÓDa3eIn Ho 10 Cyuecray OGOpwA.I HAYILIO OT Hero. 
APATONHIYIO MTS, CrPOraMORCKWS MACTEPA NBITAMICE IPUMEUYTE X 32RETAN 10 
TOPOMteR. Í 4X KPaCKaX, E MAKNATIOPHOCTI JIX- MICBMA COTE ONCWEITAS HOXYCOTAS 
B ocramuom Úuxomonncs cramosurca 1xomorpaduwnoi, xamomamoli a 1 Soren 
"ICCKOM OTHOIICHMA JCTYNACT MPEAuICCTAYIOULIM BeKaM. TOMBRO B EAYXEX YTOAKAX 
Cenepa, OCOÑSHNO E PAÑOTAX KPCCTBANCKHX MACTEPOB, COXParLIaCE 2xILICA CBOGOJ= 
Moro TBOPMECTBA. 

DOT OUR PASTA APOBHCPYCCKON ARBOIUCA 3 CUY Cro KPRTROCTH CXEMATIMEN. 
Ho np MOMTKe OXBATITE ce OANIM BITASADM TPYRO HIÓCKATD CXCMATIDIMA. 
HcrOpnK, ecTecTNcRno, CTPEMICA CANALE 1 MOSYCCTBS AOL MKY HCTOPIMECKOLO PASE 
TI. B ¡pentepyCcKom MCKYCCTBE PEE MIPHHSTO OBIO HCKATD NOCENOBATESIBMO 
IPOTPECCHBHOE PASANTE OT CPeApIeBeKonoÍÍ «yCIIOBOCTID? K «PEAJMHOCTHD HOBOTO. 
BPEMCIIM. KOHIEMIAN 10 BOCKOASIMEÍ AMINO IPOTHBOCTOMT IIMPAMMAIBRASE H2= 
wano, pacimer, ynanox, Ha camom gene pamrrue pyccroli jicomomcn ne Go. 
TprWo muelas, Bepumes Gbtan casa Ju ne 3 KaxayIo 910xy, ÓstIM Mae 
1 sacron (8 MacruocTH, p Mocksc 5 cepemune XV sera). Mexycormo amuranoco. 
NICpcA 1 BMeCTE C TOM BCCTIA CIPMILIOCD K AYXOBNOMY 1 ICTETHUECKOM COBep= 
mucscray. Bosuyio po urpana rem: PyGnes, ¡Inomucni mw Kpewencxalt mactep. 
CynbÓy npennepyceKofi HxOHONKCH HeIE3a INPreno panza x ouempresmarmoñt exe= 
Me crunesoro pasaras 3anaa, Camoo paabIrTue ee ÓnIO CBOSBOEANO, SO CKAIKA MI 
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from Theophanes” dramatism and severity in appearance, in facial expressions 
and in form and colour. Rublev's art is one of the highest peaks in Russian icon 
painting. 

In addition to the fifteenth century Moscow school, icon painting flourished in the free 
city of Novgorod. Perhaps less contemplative than the Moscow school, it is no less 
poetic, refined in taste; it is close to the spirit of folklore. Novgorodian icons sparkle 
with ringing, festive colours, and there are secular elements in these religious works 
of art. Novgorod had no genius equal to Rublev's, but as Novgorod art patrons set 
great store on icon painting, the majority of Novgorodian icons are distinguished by 
their very high level of execution, and it is not surprising that the Novgorod school 
won recognition earlier than the others. 

Pskov was the “younger brother” of Novgorod, but Pskov icons differ markedly from 
those of Novgorod. They display less artistry in execution but, in constrast, have greater 
poetic inspiration. The linear design is hesitant though expressive, and the colours 
are hot, burning, laming with an inner fire. There is spontaneity in the faces, passionate 
feeling, ardent faith. 

Certain features of other schools have emerged over the last few years, including the 
Tver and Suzdal schools. Most clearly expressed are the individual peculiarities of the 
Northern school, which was based on Novgorodian traditions, but had a particular, 
leisurely air. This is the art of the village, of the peasants. In it one can discern hints 
of features of the decorated distafís which were to come later; there was a simplicity 
of conception, a rather crude and clumsy manner of drawing, poverty of colour, and 
at the same time, an appealing sincerity. 

Towards the end of the fifteenth century a new star, Dionysius, appeared in the Moscow 
firmament. He was much indebted to his great predecessor, Andrei Rublev, but did not 
resemble him; thischowever, does not mean that he was the lesser artist, The art of 
Dionysius is a mature art, restrained in the expression of feeling, a lofty, contemplative, 
refined, noble and profoundly human art. Dionysius was a colorist of great delicacy, 
his colours are gentle, transparent, forming harmonious chords, especially in solemn, 
stately scenes involving great numbers of characters. But this is not the cold, official 
Byzantine art. Everything he painted is bathed in a warm effulgence. 

Dionysius exerted perhaps even greater influence on his contemporaries than did Rublev 
in his time, The poetry of his colours is reflected in the entire art of the first half of the 
sixteenth century. The icons of this time acquired a narrative character, but the literary, 
didactic side did not obscure the visual attractiveness of the images. Some of the six- 
teenth century icons cover a vast abundance of themes, like an entire fresco cycle. 

The mid-sixteenth century brought a sharp change. The dogmatic debates over new 
icons and the affirmation by the Council of the Hundred Chapters of Church control 
over icon painters put an end to the pious fervour of the painters and at the same time 
to the heyday of icon painting. The Council upheld Rublev as an example to be fol- 
lowed, but in fact it severed the precious thread which had extended through Russian 
art since his time. The Stroganov masters attempted to draw on the Novgorodian 
heritage; in their colours and the minute character of their painting there are elements 
of artistry. As for the rest, icon painting becomes strictly iconographical, canonical, 
and aesthetically inferior to that of the previous centuries. Only in remote corners 
of the North, in the work of the village craftsmen, did the vein of free endeavour 
continue to pulse. 

This excursion into the development of early Russian painting is by virtue of its brevity 
schematic. But schematism cannot be helped if we are to take in the subject at a glance. 
The art historian, naturally, tries to perceive the logic of the historical development 
of art. It used to be customary to seek a definite sequence of development in early 
Russian art—from the medieval “convention” to the “realism” of the post-Renaissance 
period. But the conception of the ascending line is contradicted by the pyramidal one: 
rise, peak, decline. 

The development of Russian icon painting cannot in fact be represented by a straight 
line. There were peaks of success in almost every period, just as there were setbacks 


A POBANAN, VUAUICAMANAN M DAMEALIEIMIAMA, Dro TpeÓyET Or nccnenomarena My 
OCT K Ka NIIONY MIOBOPOTY, X KIKAOMY NOCTMEIINO, ToJIKkO TOIAA MOKHO 06- 
HAPYXUTS NONCIONY PACCEANALE AEPHA, KOTOPEIE CCTH H HE BETA NM BOIMOX- 
0STb MPOPACT, TO CAMI O CEÓE MIPCACTABIHOT OTPOMIIYIO 1InOCTL, 

Heropunecros paceMoTpeIme mxonomcn noMoraer noma es cyumocto, Ho 3 cm 
zxe ona cocToNT? MOXI1O XI BOO INE TOBOPITE O CYUIOCTA MKONOENICA, NOCKO:IMKY 
OA TAK PATMOOÓPaHa 1 HCOANOPOAMA 3 CBOMX NpOMBAEIAX? Mexcay rem Kal 
DAVACUIMAÍ UITATE, IEPOMOTHDA, ITY aRTOOrALO aywume oÓpasos. pyocKoÍ 
HUONOMIGH, JOJIACI ÓYIET MPIMATD METE OÓLMNOCTIL. KOTOPHE NIOIIOAMIOT Mo 
BOMUTD COCINMITCADRAC JIM MEA). PAIEIGON DORM INOJANN, ME MELO 
CHO NOA XEXAO HKOHON CTABITO NONIVICO (APEBMEPYCCKAR HKOHONHCE. 
Ec cyIMnoCTb, KOHCUNO, HEIBYA CBONUITE K OANOMY MIPIIAMAK: K KYAIBTOBOMY 1a3m0- 
*EIUNO HIXOHA, X XAPAXTEPY TIM, K IPOAIMBIENJCS HOMO MPOBOS3PEINMIO IL 
X TEKIUIKE NCNIOJMENIA, KOTODIA COXPAMATACE 1 TOFAA, KOTAO MRONOMICÓ OTMUPANA. 
Meine, HOPTITECKIS, JTIVIECKNE OCOÑEMMOCTH APEBIIEPyCCKO MKONONNEH 16aXo0= 
um ccÓS BnapaICcIne E QOPMALIBIILIX MPIEIAKAX, IPCARAS BCETO 1 xpacrax. Floporo 
ENOIMOXHO PeUINTE, YO SABIICEJO OT Mero, OPM 1 KPACKH HKOIH xaKETIOwAOT 
» cede Gomuy1o Ayxomuy1o cy. M, € Apyroli cropots, pemmrnosno-punocogerme 
HACI ONO HOBOIMOAHO ÓRAIO Ob MIIPASISTE NC, 4CM 5 HROHONACIOM CTI 
Been 9TIA ONPEAENETCA CTPYKTYPlIA OCOÓCIMOCTA JIXOMONNCH, OTAMVALOIAR Ce 
OT CTANXOBOÑ AMBONICH. HOBOFO, DPEMCIII, OT TOTIPISCKOTO BITPAIKA, OT ApeBne= 
TPCYCKOIÍ DAJOMACI M OF MPANCKO MUIATIOPA. 
IIpemIepyCexan MEONOMICb, OT XOTOPOR JO HAC HOCAE BOÑN, HIOXAPOD H YMINTO- 
Ixcuni NOIA AMI OC MANAA MAC, ÓbIA COLIANA CAMOOTICPACHMAM TPY-= 
HOM M TROPIESTIOM PYCCKIX MACTEPOB, BOI BCETO BNOXIONCHILAM TROPUECTRON. 
Ele MENADIO APCBIISPYCCKIX HKOMONICIIED CULTA HCONMITENDILAMA Perecer 
HIKANI MOKOPHSIMH BONS MCPKOBINKX BMACTEÍ H BCCCMIMANX TaKxasunKon. Mexay 
TOM 310 Gh macTomtaMe xyxoxuum. Aurmoícxañi apurar P. pati nocemmaneR 
TEM, YTO HXONOMICIM, NO CTO MHCINIO, GH EBOGOAME OT MICOÓNOAMMOCTH STO-TO 
MIOÓPaxaTA, MTO KACACTOX MSOÓPATITENBMOCTA IAKOMOMACA, TO 08 OnmGanca, Ho 
APEUCPYCCKIE MACTEPA OÓNANANK ACTATOMHOÑ CROGONO TROpuecTan, “rroOH 
MOXIO ÓGLAO TIPMIHATE HX HCTAMHSM XY ROXANA 
Brposexa, Tnopsecrso 1x Gb: ocoGoro pora. Cyunecraonaza Tpasemors, npunero 
Óxno ce MOMITRTÓ, CymecraoBa:m IxoNorpaduriscxne FanoIa, noGpasmme 5 cen 
KOXICKTIBIYIO BOO 2 MICA MOT HOKOAEMAÍ, OH NEPEARBALNNCA NO KA 1 BOX. 
Kasomtecxne Tam Cayman OrMpasmoi TONO, Mcxycerao 3aKIoMaLnoCÓ 1 1 
MUTEPIPETAMM. KaoKaBÍÍ MACTED, KAK CRAMITE HAPOLME MPEAAMAÍ, ncpeckastz> 
BI AETCHAY HO-CBOCMY, BHOCHA B HOG HOYO DOC, DAINSAL NO KAHBO YSOPta CBORTO 
unmsicna, Jaxe conh MACTEPA IPMXEPANAzCA OÓpaIa, 1 JOCTATOAO hizo He- 
Somoro OTETYILACHNA, wTOÓK Ou nONyIma nomulí cmuica, nosoc asyuame, Thop- 
*SCTDO MOMOIIUCHA —1 INAYATEABNOÑ CTENCIN TO HCKYCCIBO HIOAANCA (CAY TE=1Y Tb», 
xax rosopi1 Bpi01.108). Mlapachpaser crapsix macrepon y Ban Fora 1 Fnxacco no- 
MOTA1OT NOMS HHHOCTÉ TOFO, YTO COSAABALIN APOBHCPyCCKHE HOHOIMICI 

la B nosropozesom «Bockpemerm Jlasapa» beuxenserca orpownaa qurypa Jasapa, 
B CBOCÍ CMEPTEAAMON Gessrse OH IPOTIBOCTONT BCEM APYFAM 107 IMM FOCO 
crayer, Cuena sarcnomsor 1 ces wro-r0 crepxsecrecracnoc. Kammuckuit Macrep 

19 COXPARACT TPANIRNONNOS PacnoJoxeme dry, no urypa JTasapa no nuporsaeres 
es rpyima, M5 PEO AALIALOLAEX CAEN 1 HIY MPYUBX TOHOB BUANENATEA TOXRKO 
APKO-Kpacita OIeIKa OJIOrO 1 csmaereneí, Oror nexoparununil abhexr oTaexaer 

124 penumarme OT Apamariama cuens B Gonee nOsAnci HONTOpoxecolí1xone na 9Ty Temy 
xa Kupuanoxcxoro Nonacrupa qurypa Xpuera cmanactes € rpynnofi camaerenci, 
ero nONCIITOmDIL scr Tepact cmay. Durypa JTasapa «oluciinacron» 8 TOMMY. Bor 
xowa pueyer mommene, Occuorolicrao JmOnell CpeHit GecmoKofÍUBX Cra 1 maunar, 
Mxoma «Orucnoro nocxoxxema Mim TIpopor» Amor 1 Menee pasuremnero 
IPIMEPI CEOÓOANOÍ, TBOPASCKON murepmperaman mpororina, E ncxonexoi income 

129. TONKO UML KPACHO:-OÓNAKO 11 Xpace ROHH FOBODAT O HeÓecux expepax, xyaa. 
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and spells of stagnation (for instance in Moscow in the mid-fifteenth century). Art went 
forward, always striving for spiritual and aesthetic perfection. Individual geniuses 
—Rublev, Dionysius and the Kremlin Master—always played a great role. 

The fate of Russian icon painting cannot be fitted into the generally recognised scheme 
of stylistic development in the West. Its very development was highly capricious, with 
leaps and falls, with quickenings and retardations. All this demands of the researcher 
sensitivity to every twist and turn, to every achievement. Only thus can one discover 
the grains scattered everywhere which, if they were not always able to put forth 
shoots, were of enormous value in themselves. 

A historical study of icon painting helps one perceive its essence. What is this? Can one 
in fact speak of the essence of icon painting, when it is so diverse, so heterogeneous 
in its manifestations? At the same time, any thinking person who looks through this 
anthology of the finest examples of Russian icon painting will be obliged to recognise 
the common elements, the features linking the various centuries and schools and 
enabling one to mentally classify each item unter the blanket hading “Early Russian 
Icon Painting”. 

The nature of icon painting cannot be reduced to a simple characteristic feature—to the 
cult purpose of the icon, to style, to the world outlook it may reflect, or the technique 
of execution, which continued even when icon painting was dying out. The moral, 
poetic and ethical characteristics of early Russian icon painting found their expression 
in formal features—above all in colour. At times it was impossible to decide what 
depended on what. The forms and colours employed in an icon are of great spiritual 
force. On the other hand, the religious and philosophical ideas of icon painting were 
impossible to express in any other way than in the icon painting style. All this deter- 
mines the structural characteristics of icon painting, which distinguish it from easel 
painting of the post-Renaissance period, from Gothic stained-glass windows, from 
ancient Greek vase painting and Persian miniatures. 

Early Russian icon painting, only an infinitesimal part of which has reached us after 
all the wars, fires and destruction, was created by the devoted labour and creative 
endeavour of Russian craftsmen. Above all it was inspired creative endeavour. Only 
recently the early Russian icon painters were looked upon as mere handicraftsmen who 
obediently carried out the will of the Church authorities and their all-powerful patrons. 
They were, however, true artists. 

The British art critic, Roger Fry, expressed admiration for what he imagined to be the 
icon painters” freedom from having to depict anything. He underestimated the repre- 
sentational side of icon painting, but early Russian painters did, in fact, have enough 
creative freedom to enable us to recognise them as true artists. 

Their creative endeavour, however, was of a special kind. There existed traditions and 
it was customary to obedy them. There existed iconographical canons which reflected 
the collective will and ideals of many generations, and these were handed down from 
century to century. Canonic types served as a point of departure. The artistry lay in 
their interpretation. Each artist, like the singer of folk legends, told his legend in his 
own way, adding to it something of his own, embroidering the canvas with patterns 
of his own invention. Even where painters abided by the canons all that was needed 
was a small deviation to give the theme a new meaning, new interpretation. The art of 
the icon painter is to a great degree the art of nuance. The paraphrases of old masters 
done by Van Gogh and Picasso, help one appreciate the value of what was created 
by the early Russian icon painters. 

In the Novgorodian Raising of Lazarus the enormous figure of Lazarus is stressed 
above the others; in his deathly pallor he is in contrast to the others, and he dominates 
them. There is something supernatural in the scene. The painter from Kashin abides 
by the traditional grouping of the figures, and Lazarus remains one of the group. 
Among the predominant emerald and other greens only the bright red garments of 
one of the witnessing group stands out. This decorative effect diverts attention from 
the drama of the scene. In the later Novgorodian icon on the same theme from the 
Kirillov Monaster the figure of Christ merges with the witnessing group, and his 
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BOMOCHTCA IPOPOK, 1 OCTIAIBMOM IPOPOX CHBA OTODBAICA OT 3CMAIM, OT YuenKa. 
Enucex. Jeux ropox —370 KaK O CTYNCHH ETO BOCXO AICA. 

B ayx Goxtce nosaos uromax Mana na xosecunue 9alonoser a ore nebecmtt 
Kpyr, ero yuennk Excel TIMETiO MATACTOR YXEPxaTD ero sa marmo, Ho » ono 
"XoHEe TEJA PESKO IPOTHBOCTOST JTOMY KPACHOMY PY), HEAOBEK MAXOZTOA 1 OrO- 
emolí mycroro, B apyroli — FOPbI MOXPLITH TPADAMI, KPYT, ROACCO KOCH 
MOZA MKONSL YKPALICH OPMAMCNTOM. DTM CUNETA KOMIPACT MEXAY IYCTA 
cit ma seme 1 ÓJAKCACTBOM HA 1MEÓS. MKOHA PACCKAJHDACT HO O TIMETHOCTA HnO= 
escxax yen, a 06 anodjeosc npopora. Otra Goes NPAJIAIIa M4 HIPO, 

Hno wnombe HOM apxamrena Muxaina BSO MHEHBL MOST NO 0.10 MPOPuCA, 
Kanmunexas Kpaciasa CBOIMI IBONIKAME KpacKan, uirypa moVru emactes co cñer= 
AM QOROM, TEMNO-<MAÑ XHTOR BEIMAAST 10 STOÑ CReTnOÍ ranma. Sipocnasciai 
APXAMICN (AIEPAMICA) AYUILE Ha NOCKS, ErO TEMIMO KPLTA COOTRETCTRYIOT TEMHOMY 
XITONY, (purypa MPONOBOJUNT ÓoNiec JEÑICTBCHnOC, MYAECTBEHKO: BIENATACHE, 

B amyoxiriiax HORA Teoprux nOYTH Bcc CEM BrO MYYEINSECTIA DEMOANEIEL 
nO OXNOMY OÓpasIy, No OMHOÍ NPOpAcH. Biuxtamo, xynOXHRKA COpeaMona:JucE Apyr 
CIPyroN, Kar Mramsncie mactepa Bo3POxaSIDIA, Ox 1 10NX CTPOMATOA K GOsM= 
mue orscramsocrH pop, baryph Y Nero SETKO OYEPUCIL, BOS MPOAMETIO M1 OCA 
2CMO, KAR MepezzOBaNue muranion, E ero paceraze Gone paceyzomocra. ¿Ipyrolk 
XYTOXHUK: Ox! Mene HCKyceH, O TONE UYBCTBORAN MBT. Packanelmaa pera 
vecxuli ÓbIk — OPYAIME MATOR COATOTO — FOPHT Y Hero APSIIM xapom. Dro racimo 
nocHr Gopiee cxs2ounnl xaparcep. 

«Poxecrso Xpuerono» uxonocraca Bnaronemencroro coSopa 1 «Poxacorao» 13 
DncliTOPOzA TAKAC BOCKOANT X OAHOMY NIEpenoy. B 1tepool, Go.ce pasucil icono, 
OcoGemno kpacusa ruóxas qurypa 3anymsmboli Boromatepu, Bce Qurypst 1 rpynmss 
HSCKOJISKO PAsOÓLICIEL, MEXAY HIM! MHOTO IYCTOT, KOMBO:HLNA HEMHOFO CKOBAN= 
Has, B SReKTOPOACKOÍ !KOMe (PUT YPSI COCTAIVISIOT HOYTO HEPASAAMOS, PITMHINO. 
ANOTA NOS, KOMTYDA MX NIEPeTeKaIOr OJuNL 6 Apyroli, 1u Ou Qurypa ne BLicHroa, 
PCC CILTOIMMIOTCR APYF HEPCA APyTOM. COOTNETCTAEHMO ITOMY A MEXIDIE XPACR 
O benAMeNA PU MOMOIUL FOAYÓRIX NPOdesos, Oro AOCTATOWIO, W1OÓH B HKOHE 
BOCTOPAECTRORAN JIYX PANoctmoÍ macropam. B cymuocrn, ona one pyOnencras 
TIO AYXY, MM HKONA 13 KPedABCKOFO COÓOPA, 


<roÓ1 ROÍÍTH 1 XYNOKCCTBC!NAÍ MI HOM, COBPEMEIMIOMY HNOBEKY HEOÓXO:IMO 
CPADITENLIEIM UIY:ACIMEM HON PAsBuErb 1 CeÓS CHOCOÓNOCTD BIIXAT 1 MEM 
ME OTCTYIICMAS OT KANONA, 1 TONHAÍÍIMO OANCH 

B HOCTAMOBACHNAN CTOLNABA FOBOPHTCA O TOM, MIO HKONHOMACHY HaLLACKAT ÓsrTa 
«CMMPeIMY, KPOTKY, ÓnarOroBciiny, ne IPAYILNOCNOBY, HO CMEXOTBOPUY, HO CBAP:MIBY. 
Me 3AMNCTIMBY, Me TpaGcxmuny, ne yOntuy». Ho, BIunmmo, ramos, “TO OT Hero. 
"PEÓONANI,— 310 MTOG BETO COYIAMNA Nc MDOXDARRAS CAMOSTOATEABMOCT, LCaMO= 
MBIIIACIDIC». DTO CBA AU MO CAMNCTBEINOS CIMAETENBETBO O TOM, HETO OMA 
1 TpeÓoBazmM 01 HKOMONACHA moza TOTO BpeMeIit, Ho 910 muKaK Habas curar 
XIPaKTepuCrIof TOTO, MEM PyccKe JIXOHOImICIEL ÓbuIm 12 caxom nene, Oso 10- 
COMMCINO: HX CANTA. MOJIBMN BBICOKOTO HPABCTROKNOTO Hi1C2:a. M 2cñicrmurenio, 
CAMI NAMATHNKN HOMONIICH TAKOBS1, YO UX MOFA CO3AATD TOMIXO ¡MIO2N Gorarol 
ayxomnoi xa y Gommolt ayum, no OÓxtaTeÓno cOÓmOnaBuImo nepnommiio 06= 
DAKE, HO TAYÓOKO YÓCAJCHMBIS 1 MCIAMNOÍ IDABIOIBOCTA TOTO, YTO OU BOREAL 
COM HCKYCCTIOM. JIKOAH, IPe11asast CBOMM Y CACHE, HCCOMHEBALOLEMECA YA 
HIKAK He PABNORYUINBIE K TOMY, UFO BSIXOAHIO HO) HX PYK. 

Fay6oxaz eoBeMHOCTE APeBIepyecKolí HKONE He TONBRO B TOM, WTO GoxbuImucTao. 
HX MOCBAIEHO OÓPATY IPERPACHOTO, 1O2KIMIEINOFO sENOBEKA Hu] ÓorONEnOnEKA. 
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arresting gesture loses force. The figure of Lazarus is one of the crowd. The whole icon 
expresses the agitation of the people, amidst restlessly depicted clifís and architectural 
details. 

The Prophet Elijah and the Fiery Chariot icons provide equally striking examples of 
free, creative interpretation of the prototype. In the icon from Pskov it is only the red 
cloud and red horses that indicate the heavenly spheres to which the Prophetis ascending. 
As for the rest, the Prophet has scarcely left the ground and his pupil Elisha, and the 
hills are only the steps leading to his ascension. 

In two later icons the Prophet Elijah and the chariot are set within a fiery heavenly 
circle, and Elisha makes vain attempts to hold him back, seizing him by the mantle. 
Butin one of the icons the two figures are directly contrasted to this fiery red circle, 
and man is depicted in a void. 

In the other the hills in the background are covered with grass, and the wheel of the 
chariot and the borders of the icon are decorated with an ornamental pattern, which 
obliterates the contrast between the wilderness on earth and heavenly bliss. The icon 
tells not of the vanity of human efforts, but of the apotheosis of the Prophet. This 
icon is more colourful and festive. 

Two Archangel Michael icons from the Deesis Ranges follow virtually the same sten- 
cilled pattern. The one from Kashin is very beautiful with its resonant colours, the 
figure of the Archangel almost merging with the light background, and only the dark 
blue chiton contrasting with the light gamut of colours. In the Yaroslavl icon the 
Archangel stands out better. His dark wings harmonise with the dark chiton, and the 
figure leaves a much more effective and masculine impression. 

The two icons of St George with Scenes from His Life have all the scenes of his martyr- 
dom executed after the same pattern, the same example. Evidently the painters vied 
with one another iñ the manner of the Italian masters of the Renaissance. 

One strove after greater clarity of form, and consequently his figures are clear-cut, every- 
thing is material and tangible, even the sequence of his planes. There is more rationality 
in his narrative. The other painter was less skillful but had a finer colour sense. The 
red-hot metal bull—an instrument used for the torture of the saint—presents a hot, 
glowing patch of colour. This border scene has an almost fairy-tale quality. 

The Nativity of Christ from the iconostasisin the Annunciation Cathedral of the Moscow 
Kremlin and another Nativity from Zvenigorod are also derived from the same original. 
The first, an earlier icon, shows a very beautiful figure, the reclining, thoughtful Virgin. 
The other figures and groups are depicted separately, there are many empty spaces be- 
tween them, and the composition is somewhat constrained. In the icon from Zvenigo- 
rod the figures present an integral whole, they fill the field rhythmically, their contours 
flow from one to another, there is not a single figure that towers over the others, they 
all pay homage. Consonant with this, the colours are united with the aid of light blue 
highlighting. This is suficient to give the icon the spirit of a joyous pastorale. In essence 
it is closer to the spirit of Rublev than the icon from the Kremlin cathedral. 


TI 


For modern man to enter the artistic world of the icon he needs to develop within 
himself the ability to perceive the most minute of deviations from canons, the finest 
nuances, by means of a comparative study of icons. 

The decisions of the Council of the Hundred Chapters decreed that the icon painter 
should be “meek, mild, pious, not given to idle talk or to laughter, not quarrelsome 
or envious, not a thief or a murderer”. But evidently the main demand was that the 
painter must show no independence, no “thinking for himself” in what he painted. 
This, perhaps, is the only testimony of what was expected and demanded of the icon 
painter by his contemporaries. However, this cannot be regarded as a characteristic 
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MenOBOwIOCTA B TOM, WTO BCS, HTO 8 AUX HZOOPAXCNO, COPASMEPIO PASYMEIINO, UY 
CUBAN 1 HCPEAUBAMIEAM HENOBCKA, POLO MEPg3 FOPIILIO OTIMBAMBON. YeNIONCHC= 
KoÍÍ Ayum, oxpanteno ero concpexusamen, Ecrb OJuta nparonenras ocoñelmocrr 
"KO, KOTOPAA Cpasy Ópocacrea 13 ras ayecrpanmam, O6 3roñ ocoGemuocra 
MOXHO Ckacark cnonama Porona: «B aux HET "peIMepuoÍ BOCTOPACKNOCTA, IKE 
Taro, xo uapur cmonolluas sua... HeoORrHOBCHMÍ AMPatsw, POXACKaIi Bep= 
xOBIOÑ TpessoctbIo ym». VIKOME MPOMAKIYTAL TAYÓoKOÍ YOeIcIenocrbro, amero 
BEpoll, 10 OH He NEPEXOAMT 1 (PANA TUNECKYIO CIPaCTIOCT. 

B ApeBIICpyccnoÍk HKONOMICA BHPASADIOCO CTPEMAICIE MENONEKA BCTATE Ham CALI 
CoGoÍÍ, NOMMSTECA E TOPS CEPA, HO 3TO He NPIBOJIT ero E Mpespemo x nori, 
K Gopee e meli 1 ayxe mocroux acretoD. B cs0cM nOPwBe K BRICOXOMY HENOREK. 
He TEPAET CMOCOÓNOCTH JACKOSO CMOTPETE 114 MP, M1ODOSAT6CA TO peana Óerom 
UN, TO HACTYMIKAMI € HX OBCIKANA —CNOBOM, BOCÍt 4CMNOÍ TBAPEIO, Kax mprr= 
urTO ÓBLIO TOFAA FOBODALTE, 

Hpancrueiuu OÓJNK TROPA APEBCPyCCKOÑ HKOHO!CH CKAAMBACTEA 8 ero Orno- 
luctint He TOXBKO K NOÓDY, 11O 1 X ANY, KO BCEMY, IPINDCMLENY “enoneKy Tope, 
TIpeonepyecki Xy AONINK YIACACIONAN ATTIMIOO UIPENCTAB:IENME O HEIESGEANOCTA 
*lononesecKoÍt Tparezma m crpasamul, npooÚpazoM ROTOptx cra erpacr Xp 
onu. Ho 1 OTI OT CROAX SAMAAUEX COBPEMONAUKOS OH 1 CKIOHCH Óhaa GUI 
KOM HATO OCTANABANBATACA HA TOPECTAX HCAORCUECKOTO CYINCCTROPANMA, Ha no3= 
Mesa GOXecrBa 1 Ma. KO3MX mb9ÑOJa. Emy seanaromo Gino TOMEMOS JUIA 
EPCANNEKOBOFO HETOBEKA UYNCTDO TpexommocTH cnocil Ipmposta 1 coc OÓpeuene 
mocmIma erpanana, E oTom OTHoIIcHn Om OOO ASRMANK, UEM CTO Yunrreza — 
arruina, M nOTOMY EMY YIACTOR IPSONOJETD BCO MPAYNOC NY EYPOBOS 1 3 XpIc= 
"Tancrolk nerelte. Ku XpuCTa 1 ero MONAMAIA, KAK 4 Xu KIDENOTO pa 
BCNHKA, COATONO, — TO NIPA3/UNAX, TOPXECTBO, KoNeaniaa 1oÓena JoÓpa mn m0Óm 
HA 300M M KECTOKOCTAO, 

Ha onnoli xxoe Boromarepu XII—XIV sexos ua Tporsaroncrol raepen pyroso 
CS BANCADA MANNICANA. CITAN MOJULIBA O CHACCHIDA HO KILIBA He APxHETICKONa. 
ML 0Ó ISÓABLCAMN OT HALLICCTBIK HKOIMNCMCHIAX. HEKOTOPSIE ABTODEL CTA, UTO 
KIRA APeDHiepyccKaa Hrona nonoGKa Gxtarowectunolí momurue, Bo neaxom enyuae, 
1 DINOXY PACIBETA HKOMOMICI ITO ÓBUIA 130 MONHTBA, HCTODTUYTAS ETparamien, ne 
MOMBÓA O NOMONIN E MUNYTY OTVasIina, Dro — CRETIIAA XAO DECO CILA, par 
AOCTIOS YTRCPAKCINE NETO CYUIETO, PONACIMOS YBCPEINOCIMAO 8 HEHSÓEKHOM TOP= 
KECTAC CMIPABCILTABOCTIN, IIPCAMYUCTBMEM CHACTBA, KOTOPOTO MeNONENECTRO 3RCAJ= 
mar. 

'B xurmmu Ceprua rOnOpureX O TOM, 4TO OH Bo35en xpam Tpomns, «an nompe- 
miem Ha csaryto Tpomuy noSexaanca crpax Henamucruoli pos mapa cero». Dr 
CnOBA HNCIOT OTMOMIEHNE He TORbxO K ana Memrol uxome PyÓneno, 10 1 xo nee 
APEDHEpyCcKoñ HIKONOINCN, Came IpeKpacubic HKOME COIABANHCS MC TOIBRO JUIR 
TOTO, H1OÓH 1 MX MOLIENCE, ATOÓR AAA OT HUA HOMO, NCUENCINS, HO 1 ¿Ut 
TOTO, YTOÓH, B3UPAR A MIX, HA HX KPACOTY, YENIOBEK MAXON YTetmerme, panocro, 
cornacae e MIpow. B ochoBe csocit toma 1e IpOnoBeIt, ne OÓuteuennoS 8 kpaerar 
mamunamu. Ec HpancTReNMO-BOCIINTATEINAS CUA IDUXORET 3 xeñeraue, koraa 
OZ, BIMPAH MA NEO, IPEAAUOTCA X)OODKCCMAEI1NOs1) COSEPYANaO. 

Compementini se1OBeK 8 CBONX BOSIpcHMÑX JueKo yuen or smoaeil JIpesneit Pycn. 
Ho 8 OAMOM OTHOMICHIK EMY eCTb HEMY Y MEX HOYUNTRCA: YMENmIO pacemarpanare 
HCKYCCTBO, BNHIBATECA, BUYBCTHOBATACA E MO. DAKTHNECKHC CBEACIIA O TOM, KOFA, 
TS 3 XEM COOJIAMAL AMET, NOJA BIMSINMEN NA KOTO OIE CAMU Mom, 
E CILNAX OTKPRTE CMY MU apemneli axomomucr, FIyT» 2pyanroD, yMerouuNX mpormera- 
POnATI TEKGT, MO 19 CUOCOÓIX CIO HOTOKOBATE, — TO OKONBINÉ NY TD K HCRYCCTBY, 
Txosmbll MAP 4ENOBCKa, COSAABIIETO PYCOKYIO JIKONY, B MaBECTNOÑ MEPE Cxa 
Sascx 8 ee OÓPataX, Í CaMBIX APERHIX HKOHAX, 3 BONOOKIX JOHOLIAX H KHAX CKBO- 
Sur arruina xOÓ COTA, AsuuecKag xpacora, B XIl pere 8 uxony MpomKacr me 
Paxelmne MYYNTCIDIOÍ IBONÑCTREHNOCTH — WICAN CAMTOCTA — ITO HANparcenne 
BON, BAN HKOCA, CYPOBOCTA ME nevaLIo 8 oax, B unoto pyeerx sexonax Hinxona 
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of what Russian icon painters in reality were. One thing is beyond doubt—they were 
considered people of high moral ideals. 

The icon paintings which have survived to our day in fact show that only people 
with a rich inner life and considerable intellect could create them-—not necessarily 
obeying all Church customs but deeply convinced of the profound truth of what they 
were proclaiming through their art. People with a selfless devotion to their convictions, 
with no doubts about what they were doing, and certainly not in the least indifferent 
to what they were producing. 

The profound humanity of early Russian painting lies not only in the fact that the 
majority of them were devoted to depicting the image of a fine human being with lofty 
ideals, God in human likeness. It can be seen in the fact that everything that is depicted 
is within the bounds of man's knowledge, feelings and emotions, and has come through 
the cleansing fire of the sensitive human soul; everything is coloured with human 
sympathy. There is one precious characteristic feature of icons which strikes the eye 
of the foreigner immediately. It can be summed up in Gogol's words: “They have 
no inordinate rapturousness or exaltation, but are dominated by a calm force... It is 
an unusual lyricism born of supreme sobriety of mind”. Icons are imbued with a pro- 
found conviction, a pure faith, but this never develops into a fanatical passion and 
does not lead to loss of a sense of proportion. 

Early Russian icon painting expressed man's striving to rise to higher things, to ascend 
to lofty spheres, but this striving did not lead him to despise the mortal flesh, to fight 
against it as did oriental ascetics. In his striving after things lofty he did not lose the 
ability to consider the world in a kindly, sympathetic way, to enjoy seeing galloping 
horses, shepherds with their flocks—in short, all the creatures of the earth. 

The moral make-up of the creators of early Russian icon painting is reflected in their 
attitude not only towards the virtues but also towards the vices and everything that 
brings man suffering. The artists of old inherited from Greek antiquity the idea of the 
inevitability of human suffering and tragedy, a prototype of which was the Passion of 
Christ. But unlike their Western contemporaries they are not inclined to dwell too long 
on the sufferings in man's existence, on divine retribution and the tricks of the Devil. 
The painter of old did not have the sense of original sin and his own damnation that 
so troubled medieval man. In this respect he was more of a pagan than his Byzantine 
teachers. That is why he succeeded in overcoming all that was gloomy and forbidding 
in the Christian legend. The life of Christ, as he understood it, like the life of any pious, 
saintly person, was a festival, a splendid thing, the final victory of good and love over 
cruelty and evil. 

On one thirteenth-fourteenth century icon of the Virgin (Tretyakov Gallery) the owner 
wrote a whole prayer for the preservation of the lives of the Prince and the Arch- 
bishop and delivery from invasion by aliens. Some authors used to consider that every 
early icon was comparable to a pious prayer. At any rate in the period when icon paint- 
ing achieved its height this was not a prayer evoked by suffering, not a plea for help 
at a moment of despair. It was a glorious paean to superior forces, the joyous assertion 
of all living things, born of a conviction of the inevitability of the triumph of justice, 
a presentiment of the happiness mankind deserved. 

A Life of St Sergius tells of how he built the Trinity Cathedral “that he might vanquish 
the fear of the hateful strife existing in this world by contemplation of the Holy 
Trinity”. These words apply not only to the famous icon of Rublev but to early 
Russian icon painting in its entirety. The most wonderful icons were created not only 
to be worshipped, not so much in expectation of aid and healing, but so that man, 
as he looked at them and their beauty, could find solace, joy and concord with the 
world. In its essence the icon is not a sermon, not an exhortation clothed in colour. 
Its moral and educational power is brought into action when people, as they gaze 
at it, give themselves to artistic contemplation. 

Modern man has progressed very far in outlook from the people of Ancient Rus. But 
in one way they had something he could learn—the ability to contemplate a work 
of art, to live, to feel as one with it. Purely factual information about when, where 
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AL BSMPACT DIPAMEIM, OTKPHITAIM B3ISAOM, B 1HAPOAUBEX IpeNTamnerax — 3ro 106 

6061 pel, HOCTIMANÁT TPABEAHKK = nOMOIINK CTPEXAYUDIM. Deodhana cuoma cano 
tauyro x aymemnoñi cxoxmocrm. Ho Pyúxen 1 caoeu Chace, m Tlamne, ocobemno 

8032 8 CBONX ANTEMBEKIX JINKAX HAIEst TY AOÓPOTY, HOXHOCTR NE XPYTROCTE, HOWE H0= 
XCMIYIO BOIMEINEKIOCT,, KOTOPax na PycH Óbt3A MPASNANA NPEACADN COBCPULENCTDA, 
Cneayer chic BEIOMIMTR ¿MUA $ HOBIOPOACKIX MXOHMAX, MOYA BCeT/a tenia CJEp= 
KALIMLIC MO BAIPAMCHIVO, COCPCHOTOYEHMBE, MOPaxa101e CB0cÍ smaecrod cioñ. 
M maptay e srum no [lexoxe $ uxomax ¡nuua ENyÓoKO RIBOMODAIE, TPenoxae, 
noxxynaiorue caoeli nexpenocreso, M, naxonen, y Jlomucna m ero uxomax e 110 

150 Gpaxemiem murponomaron Tlerpa u Astexcua “enorer xocrnraer rol orpemen 
MOST, TOTO HOTPYXEIA B COICPHANNC, KOTODHS HIOWATALIUCE KAK BBIpaxenne caxo 
DO3INIICHNOÑ IPABCTBEHNON WNCOTI npayeniKa. B XVI nero npocsmaerea merepec 
X XAPARTEPMOMY. VINAROBOKC «CHICA? XOTA M IMCUTNCE NO (NOTCKOMY YMMCIYO, 
HO MANO WTO TOBOPAT CEPAY HNOREKA. 
Ec nxony MsILAR KASBATE- OXMOM B PeaLIsHbiÍ MID, TO €S Ka3himaroT OKM D Mmp. 
MOTYCTOPONIMÍ, OJMAKO E 9TOM HPOTADONOCTABNICINN CMMINON: BMETIMAST Kat 
úTOBCKMÍ AyamIaM. Mexy 10m APosMepyccKas KOMOMICL CTPemILIACO JATE Mpexe 
Cramicano 060 HceM MIDE B 1/10, 1te TOWHOE CTO BOCMIPONARCACNE, A BCETO ¡Tun 
mONOÓNe. Kax MOJATAJIA MICINTCIN TOTO BDEMCI, AOCTATOMNO 2aT ONMY Manyio 
act, wTOÓL no HeÑÍ CocTamurs ceóe mpencramneme o 1tenom. Her ocuosami ome 
TATb, WTO APEBNEPYCCKNS MACTEPA PACCMATPMBWII CBOS HCKYCETDO BCETO ¿MEMO KK 
naoa no0Spaxemz. HaoGopor, om Gum EnyBoxo yBepela E TOM, "TO MEKYCCTBO. 
HACT NO3MOKHOCTA HPOIIKAYTE 3 MCTIMNYIO HIPABAY, KOCHYTbCA MOCIEUNEX Tan 
Guri, 1 on Grim mo-cñOeMy mpassr. Pyccrulk uenonex Óbut TOrna yxe 21060- 
MATO, CTPSMILNICA ADIMATRCK BCCTO, AONCKATECA KOpuell. Dry norpeónocre yxor- 
CTBOPAJA TOFIA HE HAYA, FAX 8 HOBOS MPSS, € MILE, IETCH)I, CATANIA, LOMA 
A nexyccrno, Tax IPOIIBCICIIA MAPOXNOTO TROPECTRA, XA «TONYÓNNAA Kona» 
um «Becsna TPEX CBNTITENEÍÓ», CEMACTENBCTAYIOE O CTPacTHolÍ HOTpeÓnocTA MON 
y3aT1 0 NOPRIKE, COFNACHO KOTODOMY YETpoeH MAP. 
MepapxiPIecKas ¡1CcTinmna, IMIPAMIIAJIBHOCT», CTCPXICBAA OC, 1NEJIOCTHOCTE, CONO 
úICINOCTD MACTCÍ — BOT WTO INpIESMaBAOCS, OCHOBOÑ MIPonOrO HOPaLA, 8 4ew 
MAH CPEJCTHO MPEONONEANR XA0CA M1 TbxAL. DIO Ipeneramaenme Kamno ceóe mur 
Paxemne 1 camoli CTPyKType KkaxoR mxo, Xpucrmancradl xpar MBremeuca, Ka 
MONOÓNE MIPA, KOCMOCA, A KYIOI — HGOCBOA. COOTACTETBEINO 3TOMY EIBa 2 
HO KIKNAR HNKONA MOMIMANACE KAN NONOÓME XPAMA ML BMCCTE C TEM KaK MOJEb 
KOCMOCA. CODpeMEHME HEAOREK HC NPIttuMaer ¡IDEBMEPyECKoro KOCMOCA, JUIA Hero. 
TO ACETO JW KCAACMOE, BBUABACMOS 34 CYIMPS, KAK MAP _APEBHAX A0-COKPATIKOS. 
1 muparopelinen. Ho 1 ero Me MOLYT HO ILICHATL NOPORISINILAS I1MM DO33PomnCn 
ADAL NOITNSCKOTO TBOPuECTDA: CRCTMAÍ KOCMINCCKNÍÉ NOPALNON, TOPAECTAYIOMI 
A CLAMA MPAMMOrO XAOGA. 
B ope APEDIepyccrol IRONIA MEJONCHCKOS MAHALIO UMECT OTpOMHOS 3nanerne. 
Tlpanna, rvanisli mpexmer nronomcn — 310 Goxecrao. Xpueruanccid Oman 
HESPIIMO M HENOCTIDXIMO ACETAA IPUCYTTAYET 1 1IKOMS, Osmraxo Goxecrno pacxpar- 
BASTOA JUOJAM BOMNOTMBUNIMACA, OUENOpOTIBUICA. Xpueros u Boromarep» — 310 
BoSmmIcNMMe westoscuccaMe OÓPagE. OÓMMIO OIM HO MPEBOCKOnAT HENOBCKA no 
CBOMM PAIMEPaM. JAKOM PABNOTONOBHA, HESOKCPAANA — Bepxommit 3aKom npenne= 
PyCcxoÍ MKONOIMICH. CMEPTIBE HE MPOTABOCTOAT CAATELM, KEK IHMEN BOIMKANAM. 
B MIpe JKOHbL 4ENIOBEK NC UYRCTRYCT CCÓR MOTEPaItIa, KaK BOCTOMME ApxeTI 
 Gesrpauiemax mpocropax apesnernralonoro netíaazo. Uenonex y Hnonocraco Ha= 
xoXuT Cee Meero epem meecuolí ACPAPxiIA, COCTAB:MACT *aCTE MNPOBOO NOPHAKA. 
 3TUM YTBEPKJAET CB0S AOCTOMNCTBO, 
Hpeamepyecxaz HRoHOMICt Me OTPAKMMHBALIAC OÓIUIMH IPCACTABICIAAMA O MAe. 
Ona BOMNOMANA UX 1 110ÓpaxenIAX cobra us zona Xpuera, Mapu u ceariox. 
B CTPEMIEHIN JONCKATICA OCHOBE OCHO OA CPEAW MNOTOMICIEINBN: PAROOS= 
PAsHsIX MOTIBOR BLIÓMpasa HaMÓONCO MOCTORNMAC, YCTORANBAC, OÓLESMA=IMEE. 
151. Taxonue CUSHM POAACINNA CBATOLO € TOPACCTACINO BOSICKAMICÍ poxemnel, cuen 
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and who created works of art, under what influence and what influence they themselves 
exerted cannot open up to modern man the world of ancient icon painting. The path 
of the erudite who are able to quote authorities but are incapable of interpreting them 
is a devious one in art. 

The spiritual world of the creators of Russian icons to a certain degree influenced the 
representation of man in icon painting. In the oldest icons, in the beautiful-eyed youths 
and women there is a reflection of the valour so esteemed in Greek antiquity, a pagan 
beauty. During the twelfth century an expression of agonising duality—the ideal 
of holiness—penetrates the icon; it is depicted as intensity of will, a sidelong glance, 
a stern and melancholy gaze. In the purely Russian icons St Nicholas contemplates 
the viewer with a direct, frank gaze. According to popular ideas, St Nicholas was 
a kindly, saintly man quite accessible to all, ever ready to help all suffering people. 
Theophanes the Greek was inclined towards the representation of spiritual complexity. 
But Rublev in his Saviour and his St Paul, and even more in his angels, was able to find 
the kindliness, gentleness, frailty and almost unearthly loftiness which were the recog- 
nised acme of perfection in Rus. The faces in Novgorodian icons should also be men- 
tioned—they are almost always restrained in expression, with an intent look and 
a striking ethical strength. Furthermore, the faces in Pskov icons look profoundly 
stirred and anxious and have a winning sincerity. Finally, in Dionysius” icons of 
St Peter and St Alexius, man achieves that degree of remoteness, that immersion 
¡n contemplation which was looked upon as an expression of the most elevated moral 
purity a pious man could achieve. In the sixteenth century an interest in individual 
characterisation appeared. But Ushakov's icons of the Saviour, though they were 
painted “in a flesh and blood conception” say little to the heart of man. 

While the icon cannot be termed a window onto the real world, it is often called the 
window opened onto the other world. However, in this juxtaposition Kant's dualism 
comes too much to the fore. Early Russian icon painting aimed to give man an idea 
of the world as a whole—not as a precise picture but as a likeness. In the words of the 
thinkers of that time it was enough to supply a minor part for the man to be able 
to acquire a conception of the whole. There is no reason to consider that ancient 
painters looked upon their art as only the fruit of their imagination—on the contrary, 
they were deeply convinced that art enabled one to penetrate to the truth, to touch 
upon the supreme mystery of life, and in their own way they were right. The Russian 
has always been inquisitive, has always tried to get to the root, to the core of 
everything. This need was satisfied then not by science as in later times, but by myths, 
legends, poetry and art. Such popular legends as The Dove Book or The Conversations 
of the Three Church Fathers give us an idea of the passionate need of people in those 
days to learn about the order prevailing in the world. 

The hierarchal ladder, the pyramid, the pivot, the integrity and the subjugation of 
parts—that was what was considered the basis of world order, and the means by which 
to overcome chaos and darkness. This idea found its expression in the compositional 
structure of every icon. The Christian Church was likened to the world, to the cosmos, 
while the dome was the sky. Accordingly, almost every icon was looked upon as 
a likeness of a church, the model of the cosmos. Modern man does not accept the early 
Russian cosmos, for him it is only wishful thinking, like the world seen by ancient 
scholars before Socrates and Pythagoras, but even he cannot help being enchanted by 
the harmonious cosmic order triumphing over the forces of dark chaos, brought about 
by the poetic expression of these ideas. 

In the world of early Russian icons the human element was of great importance. True, 
the main subject of icon painting was the deity. The Christian Olympus, though invisible 
and incomprehensible, is ever-present in the icon. However, the deity is revealed to 
the people incarnate, embodied in human form. Christ and the Virgin are ennobled 
human images. They do not usually surpass man in their dimensions. The law of 
isocephaly was the supreme law in early Russian icon painting. Mortals are not 
contrasted to saints, like pigmies contrasted to giants. In the world of the icon man 
does not feel himself lost as do the Buddhist sages in the boundless spaces of early 
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OTAAUI ero 8 yUeMie, TOPXECTUCNNMO CUCHI CTO NOCEMMEIAA D CAN, Ero ACM 
DO ÓNATO APyrIX MON M, MAKONCA, nOCACAMHE CUE — JCneKne 1 nOTpeGeKHe, 
E KOTOPuX Cro 1EXAUIAA Jpurypa oOperact komewmull noKoli. Bce 3TO MPEnCTAIENO. 
 MKOIIAX He TOJbKO MAFJINNO, HO H MIPOMAKAIONEANO, KAR 1032, NATA OCONKA. 
FIPADCAMNKA, CTO BITAAA M CALPRRNMHÍ KCCT PACKPRBAOT OHYTPEHICTO UENIOMEIEA. 
pea paaauKax TDAJUIIMOHALIX TEM ApeBtepyccxol uKononncn Óbuma neroropme 
OCOÑEIMIO JMOSUMHE, 1 MEX SMPADILUNCE CAMBIO ZABCTIME HIPO: MIPEACTABICNNA, 
Dro o6pas Boromarepu e MIaneIIem, BOCeCHa'omel ma TDOHO MIEPCA MIOTOKYIOTI= 
HAM XPAMOM, OXPYXCHIOÍ COMMANI BOCIIEBAIOIEIX H NPOCTABIMONIK ee JOE, — 
0 reñc panyerca». JIpyroll MuCTO PYCCKOFO IPONCNOXACINA CloxeT — TO MS0Ópa= 
xeuno BorOMATepH xax nOKporensiiga Joa, pacerwiaioueñ naa men cool 
noxpos. B oJnoM exyuae Jmyiomee “enonetestao pocneñacr Boropoaumy, 8 apy" 
TOM — 010 ¡KAET OT He nOMOuA M CACA. OÓA CIONCTA CÓMOTEA, 8 Hu 
HONHEPKABASTCA OÓNMEE, DTH MKONE MOXIO HUABATE COÓOPIBLAMW, TAK RAR 0 100 
COÓPaNO MUOKECTRO MONCÍ PaxaMUAbIX HUHOB 11 AOCTONHCTE 1 OH IPEACTaDamor 
CC UENOBCICCTRO. DIM HKONKL MOXHO TAKXC HOIBATD XOPONOA, HOCKOMAY 8 1 
MNOTOAPYCIIOM CTPOCINK KaK Got BMpaxkeia CMTIOCTL FOAOCOR APeBepyecKoro 
Pacnesa, FIpumenaTenbno TO, WTO 1 HOKOTOPHS APyTIO CIOMCTA, 1 URCTNOCTI Jen 
ne BOFOMETEPA MASA PACUXTME, MAMCASIOICA HCPTAMI, KOTOPhS POJUAT MAX € XO= 
PODBINLHKONAMI Y MPEBPALIAIOT 3 PAOCTOS IPCACTONIME HB CNA). 

pex CIOXSTOB 11 MOTILBOS, KOTOPEIe OCOÓEHHO MpuLLTICE nO AYIIE 202 Jpen= 
slk Pyew, cxenyer nassaro pyGnescxull run Tpomna: Tpa (purypu, tome mpy= 
KLCKOTO PACIIONOMEKNME JPY K APyIY; COCTABARIONUIO 2AMKLYIYIO Tpynmy. Pyónes 
Iapau TO COCTOANAS € MANO MAT AMANOCTIO NY HIICHMTCIBRIM WSAMICCTBOMA, 
Tlepenemsl ero KOMIOSNIWA, CBOÓO.HNE DAPMALHN 11A DIY TEMY HOSTOANNO BETPe= 
MRIOTCE  pyCCKuX HKOHAX, OCOGcHHO Y JlnomncAs, 

ApconepyecKas HKOHONKC> — 3FO HCKYCCTAO CUMBOIMECKOS. Miehie 9TO HIMPoKo. 
Pacmpoctpaleno, Onuako x 1OMHMAIaM CUMBOA 1 APEDIIEPYCCKOM HICKYCCTBS CET 
PasMOrxaCHA. OÓKMNO CUMBOHIM HKOMAL COOAKT K CHMBONINUCCKUM CIORETAM Me 
MOTIDAM, D KOTOPBIX TO MAIN APYLOS MONOXEHNE NEPKOBHOTO YHCHIAA OHNETBOPALOT 
YCIOBNO PUNT APUTYPE HIM peameraa Tar, HANpuMep, axeucraa urypa ha. 
pote c kphbaser cammonusupyer Coguno [Ipenyapocte Boxw1o, erener e kocoi 
BOPxOM 1 ACPE CHMBOTUSMPYCT CMEPTL, CHEYA Y CMEPTHOTO Opa — CUMBON AYnIA, 
"HUA — CMMBON APTA UT. OAMAKO ITO COPE AUTOM, EM CHMBO, CKOpeS 
ICTODAME AMAN, HEPES KOTOPMO IICPEAMOTCA HONATHS, BOIMKLINO BUE XYAOKCCT- 
CHNOrO TBOPICCTEA. 

CCIMBONIOM HOM MMEET GOJEC IMMPOKAÍÍ CMBICA H KACACTEA He TORO OTACIBASES 
MOTIBOD, HO PACHIPOCTPANACTCA Ma BCIO HXOIY B 1IEOM. B. OCHOBR EFO EXT MIYA 
1 mo cara dprotocodpun (Tlceano-Jluowucuií Apeonari) npencramenme, 
COFAACHO KOTOPONY E MUPe Petntremao nee — ncero sm OGOnOwKa, 34 kOTOpoil 
CKPLIBASTCA, KK APO, HCTMNARIÑ CMC. Taxoe nonuaasue Óbino a ascuell eTe= 
ICH! HLIO/OIBOPIO JU HORYCCTBO, TAK KAK JADANO Y AOXIMAY YBCPeNHOCTE B TOM, 
TO ON B JIIODOM IIPeAMETE MOXET MAT» UPENCTABNICHO O MAOFOM APYTOM HA, Ta 
HO, O MIDE BUENO. 

Ha neputsil ROTA KAMCTCA, MAP HKOLEX OrPANMON, IPOCT 1 1i2M:BCNONAT. MOIY 
TOM XaXIÍÍ HONIIMACT CTO h NCPY CBOMX MITEAIEKTYOVIBIX BOIMOAHOCTEA. OA 
3AMONALOT TO.BKO JIOTCIIAPAEC CIOXETH, HRONOTPAQHIO, APYTHO BUINALOT E GOrO- 
CROBKUÍ HORTEECT, TPETH MYT cute XANUS M YTAMBIBANOT 38 2CEM ITIM pez 
CTADaena 000 nceM Mupe 1 060 ncem vestopescctac. Xynoxecraenioe ponme 
ACNE PMOÓPETACT OTCIONA HECKONKO HACHA, CTPYKTYPA ero OKaa1IBATOA MHO+ 
rocuolisol. 10 3ATPYAMAST BOCIPARTUS M HCTOJIKODAANO HON, 110 BMECIE € TEM 
oboramiacr ce CONEpxaMtc, K 3rOMY MEPEAKO HIDAMEUINBACTOA OTBNEIEINOS GOro- 
CNOBCKOS FAYÓOKOMBCINO, HO B PYCCKIX HEOHAX CTO TOPA320 MCIIIC, MEM B FOTH- 
"CCKHX BMTPaxax. BTOPOÑ CMACI Me IPEUIAMEPENNO BINAALIBALCA 2 HOKYOCTRO, 
OH BONA MENPONIBONMO, BrOpoe 3HaveKNe IMÓKO $. YENOIDINBO, TO MepeZKo. 
TPYANO OYEPTITL, 10 3TO He YMAUIAET eFO PON, 3MIÚKOCT» MPUNAET EMY XUBOCTE, 
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Chinese landscape painting. Man as represented in the iconostasis is able to find his 
place in the heavenly hierarchy and constitutes part of the world order, thus asserting 
his dignity. 

Early Russian icon painting was not limited to general ideas of the world. It embodied 
them through the portrayal of events from the lives of Christ, the Virgin and the Saints. 
Striving to penetrate to the very foundation, it chose, of the numerous and varied 
motifs, the most constant, stable and universally significant ones. Examples are the 
scenes depicting the birth of a saint, showing the exultant, reclining mother; the scenes 
of his being led to his tutor; the solemn scenes of the ordainment; events from his life, 
devoted to doing good to others, and then the final scenes of the dormition and 
entombment, in which the saint's extended figure acquires final peace. All these are 
represented in icons not only graphically but also with great significance. Every pose, 
every posture of the saint, his gaze and his restrained gestures help to reveal the soul 
within. 

Among the various traditional themes of early icon painting there were several partic- 
ular favourites, which seem to express the innermost hopes of the people. This is the 
image of the Virgin and Child, enthroned, against the background of a multidomed 
church, and surrounded by an assembly of the people glorifying and exalting them — 
“In Thee Rejoiceth”. Another theme of purely Russian origin is the representation of 
the Virgin interceding on behalf of the people, and spreading her veil over them. Thus, 
in one case we have exultant mankind hailing the Virgin, and in the other mankind 
turning to the Virgin in search of help and protection. The two subjects come close 
to one another and the common features are stressed. These icons may be called con- 
vocational, as they depict convocations of many people of various ranks and worth, 
representing the whole of mankind. These icons may also be called choral, because 
their multi-range compositions seem to express the harmony of the voices of the early 
Russian chant. It is an interesting fact that certain other subjects, for example, the 
Dormition of the Virgin and even the Crucifixion are given certain features, which 
bring them close to choral icons and make them representations of joyous intercession 
and glorification. 

Of the themes and motifs which were especially dear to the hearts of the people in 
Ancient Rus, the Rublev type of the Old Testament Trinity should be mentioned. 
The three figures, united in sympathy, present a rounded group. Rublev expressed 
this state with extreme conviction and charming delicacy. Reproductions of his com- 
position and free variations on the theme are constantly being encountered in Russian 
icons, especially those by Dionysius. 

Early Russian icon painting is a symbolic art. This opinion is widely held. However 
not everyone agrees on how to understand the symbolism. Usually it is a matter of 
symbolic themes and motifs, in which one or another conception of religious teaching 
is conveyed in conventionally represented figures or objects. For example, a female 
figure on a winged throne symbolises Sophia the Divine Wisdom; a skeleton with 
a scythe riding a beast symbolises death; a candle burning by a deathbed is a symbol 
of the human soul; while a cup is the symbol of sacrifice, and so on. But these are 
allegories rather than symbols, conventional signs used to convey certain conceptions 
arising outside the scope of artistic endeavour. 

The symbolism of the icon has a much broader foundation and not only concerns 
individual motifs, but embraces the entire icon. It is founded on the philosophy of late 
antiquity (Pseudo-Dionysius the Areopagite), the idea that absolutely everything in the 
world is only covering which obscures the true meaning, the kernel. Such an under- 
standing was highly fruitful for art, as it assured the artist that in the portrayal of any 
object he could give an idea of many other things, and what was important, of the 
world as a whole. 

To the eyes of a casual observer the world of the icon is limited, unsophisticated, even 
naive. Each one understands it to the measure of his intellectual abilities. Some notice 
only the legendary themes, the iconography, while others delve into the theological 
implications; others go even further and perceive beyond what is represented the 
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Tayómy, nopoR Gesrpammocro. Samevarensnos caolicrno CHMBOMISNA ApEBne= 
PICCKOÑ HIKONOMCA — OM BEETERAT 1 HOKYOCTBA, OÓIIMICT KAK CIOMET, TAN H XY> 
OXECTRCHIYIO ODMY, HKOT AA HOPOxAAETOA McIEO QOpMOÍ. 

IlMpoxO PACTIPOCTPOHCHHbC 3 MXOWOMHCH ANTEBL — ITO MEPCONAX, COrAACHO Mpa- 
BOCIIARHOÑ NOTMATAKE, HOJIMANENABIE MEPAPx;IM, NEPCONAN, HIparomme GomuyIo 
Pons 1 xpuernancrof aeremae. B 3rom ux mpamoñi, Oya eme. Tlo sue 
emy OÓxmxy 310 CTpoÑínic, oxpruaenuse, OecuoJe cyiecraa, Ho auasenne anre- 
2108 DIAXOAUT 3 3TI MPEACIBL. Oli HOSBIRIOTCA KAN NOMOUIIKA, XPANATE MenO= 
BeKA, CNYXET HOCPEAINKAME MOKAY ÓOFOM 1 MHOJIBMI, BBICATA MEPEJTPOIOM Bce= 
ACPRITCIK PAJOM € APYTAMH IPSNCTATEIAMA 28 WCNORIECTRO, MOLOT Ha 2eMAS HA 
Teno ueaunno yGnemmux Sopuca u Taeóa, cnacaror venonera 1 occ as 
MPa. Y nx 33 MUTOYAMM KPSLIDA, 110 OÓGIMIO OMA CTYTIOT NO 3EME, B HU HECÓRI= 
TOO COCAMAEHNS ACHCTRCIMON TPAUIA, LOMOMECKON FHÓKOCTA 11 HOPOLO ROMUCKO 
AOÓNCCTH, [LIA HpOIMEPyCcKOTO XYNOMHAKA 3AJAYA MPEICTABITO aNrea — 9TO 
IOÓPADNTE CTO TAKHM OÓPASOM, YTOÓR Kprubx y Hero 39 CNI COCTARAZIM OPrA= 
HIMUECKYIO MACTE CIO OÓMIKA. OKI TO CMPRTANA Y HeFO 3 HTSANI, TO MONO BOAEI= 
MAJOTCS NO CTOPOHAM, HANOKAS KA CFO TOTOBMOCTE HOANATRCA X 16. 

Momo6 aer y Apconcpyccxol HKOOmISA MPACM — KpyT, 1 OcHOÑE Cnocii apesimá 
CONAPiIAÑ 3MAK, MATIWCCKUÑ KPyT, CunBOA 1icÓa, GoxecTaa. Mapcimmo Dirmno 
FODOP!T 9 TOM, FO Xyn0xwnK BOIPOXACHNA NPeanOwHTAA KDY1 Apyrm dopmas. 
B apemepyccxoÍ HKomormen ero ente Gosbuie nowrrano, Ho 1 pasaros enyuas 
on arpaer pasmunyio pos B «Oruesnom pocroxaema Mama Tipopoa» xpactmai 
XPyT — 370 BuOIICE HCÓO, Na KOTOPOS YXE NOMIVICA MPOPOK, MO YA HET AOCTINA. 
sro yacmaxy. 1 «Tpomuc» xpyr UPaCYICIBYET KaK Tallas MY3HKA, KOK HCROMOS 
FCOBCPINCHCTEO, KaK OÓpaMiemn, 9 mpenenax KoTOporo FHÓKIe aNremkckue Tea 
OÓpasylor menor. B korte «Teoprmil e KuTueM» KOnecO, 112 KOTOPOM HCTAZAJOT CTO. 
"TCHO, 9TO TOXE KPYT, ÓJIATOXADA CMY CTPAJANIM MYCIIKA MPCOÓpAxARTOA 1 Kpacory. 
A ocrpoyroncxom «Uyae Feopria O 2x0) HOBOPOT TOXOBA KOIA 1 KOPnyca Caarroro 
Obpaayer MOAYKPJT, NOAOÓNE COAHCIMOTO HUCKA MA ALTE, H TAKIIM OÓPIZOM Te 
MITEABMMÍ NOPMB BCALIMIKA NOJIYYACT 3ABCPuIeHnOCTS, KPYT MOXO BIACTA HLB Ó0= 
ee NOXJINEM Kickin us msomsr «Tlerp u lane c xITHeN». 

B K1KoNaX AMANCHMO CIMBONOB NIONYHAIOT HO TOMBXO OTHENHLAS MOTABIL 3 ÓNTYDEA. 
KaxKnaa !KONA NOMIMO TOTO, YTO OHa HSOÓpaxaeT ONPeJecnhos serenapnoe co- 
ÓaTue WM HCPCOMDK, MEET CULO MOXTEKCT, D KOTOPOM PACKPEBACTCA EE HTIMNOS 
conepxame. B uxone «O reóe paxyerca» Vonencroro coGopa Boromatept e wanen 
CM SAKIIONCHA E XPYT, HAN Mel MONYSPYTABIO 3AXOMAPIL XPAMA. HL COMMBL JOJEH, 
AMTEIICKIS MK OÓPASY1OT BOXPYT HE BEHOK — CLuS ORI KPYT; EMY ENYAAT ONIOpOlÍ 
PACTOS, ETO OÓPAMAMOT ANTE, B CAMOM NOCTPOCHAN NKOMAL SAIIOYEH Ce 
cien —neuias capa Mapu, Óxnxencrao no pexu nexon. 

B «¡Toxpone» XVI nera rare npenoranscna BoroMaTepb 4 110 CTOPONaM OT 1ice Te 
ox CON CraTEIK. Ho CIPpyICIYpa HKOMbL JUAN, OH BESPAAACT Ne OÓPeTeIIylo TApMo- 
Hato, Ónaxenicrao, a Crpacribii, MOmraenailt nOpuis. Bco YOTPeMIIASTOA K MeÓy — 
H MHOTOSPyCHBIÍ XpoM, 1 ero CTpolle CrOJÓH, 4 duryput JuoJeÍ, pce TAMETOR 
KBCpXY, BANIETACT, BCKAJISIBACTCA, KAX BOJIHEL, X MHOTOAPYCIIIAM KOKOLINKAM XPaDAa. 
Bee MPOMIZAMO MONITECHINMM MOPALOM, EU BOHOCINMICOA K CBOJAM 1 TAM 30- 
Muipatonne anresekne ronoca. Opramecxne opus xaxoií-ro Trammeraenmoli cial 
"DITATIBAOTCA. TsaBnoc 3 9TOR uKONE He €€ OÓUIEMIBCCTAÍ ACTINAPITA CIOXET, 
A TO, TO NE HeTO COMA BECOKOOpAPemal MaCTep. 

B oJuolÍ uxone 1eÓO HMEXOJT Ha 3EMUIO, D APYTOÍ — BCO 3CMNO TANETCA K HEMY. 
Xora mona OSNINRO 3aK1nowier » ceóe apennge, nomoe TayÓororo cMKIcna, ape- 
IS DTO OTKPLIBACTOA BOFIANY MO KAR BA MEPED OXHO. CPABHIO HKOMEL € OXOM 
BOOÚue spam Ju momuaer » meno. Hon ne HMCIOT PAM, KOTOP;C OGpaMImor 
KAPTIMA U ATAP"LIC OÓPA3A, PILLADAS 1 CXOACTBO € OKOHHMM IPOCMoM,. Y saxos 
ecTt TO/IbXO BIIMYKIIE NO:IA. OTcyTCTIAe PANEL 1AET HKOHE COBCEM 0COÑOS IPHMY= 
NECTRO, OH 8CA CYINECTAYET M IPcÓxtBaeT 1 TO cperte, 11€ HAXOJITCA, Ona OÓnanaCT 
DeasNocmelo. npedmema, sammnajomero onpexexeunos mecro, B. Qanracrimecxux 
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artist's idea of the world and whole of mankind. A work of art thus acquires several 
meanings, and its structure is shown to be many-layered. This makes the perception 
and interpretation of the icon difficult, but at the same time enriches its meaning. 
Not infrequently there is an admixture of some abstract theological profundity, but 
there is actually less of this in purely Russian icons than in Gothic stained-glass 
windows. The secondary meaning was not added deliberately but arose by itslef. It is 
very volatile and elusive; it is often difficult to put into words, but this does not dimi- 
nish its role, and its very elusiveness gives it liveliness, profundity and, at times, 
a quality of infinity. This remarkable feature of the symbolism of early Russian icon 
painting shows that it is born of art, and embraces both the theme and the artistic 
expression, and at times is evoked by the very form of expression. 

Angels are widely represented in icon painting; subordinated to a strict hierarchy in 
Orthodox dogma, they play an important role in the Christian legend. This is their 
direct literal sense. In appearance they are slim, winged, sexless beings. But the impor- 
tance of the angels goes beyond that. They appear as the guardians, the helpers of man, 
and serve as agents between God and man; they surround the throne of Christ 
Pantocrator beside the other interceders on behalf of mankind; they sing on earth 
over the bodies of the innocent martyrs Boris and Gleb; they save man when the world's 
last hour comes. They are winged creatures, but usually they walk the ground. They 
are an impossible combination of feminine grace, the agility of a young man and, at 
times, military valour. The task of representing an angel, which confronted the artist in 
Ancient Rus, was to depict it in such a way that the wings behind its shoulders comprised 
an integral part of its appearance. The wings may be hidden behind the angel's shoulders 
or raised in a mighty sweep on either side, as ifin a hint at readiness to fly towards the 
sky. A favourite figure in early icon painting is the circle, basically the ancient solar sign, 
a magic circle, the symbol of heaven, of divinity. Marcilio Ficino testifies that the 
painters of the Renaissance preferred the circle to all other forms. It was even more 
revered in early Russian icon painting. But in various cases it played different roles. 
In the Prophet Elijah and the Fiery Chariot the red circle represents the higher range 
of heaven attained by the Prophet, but so far inaccessible to his pupil. The circle is 
present in the Old Testament Trinity like a mysterious melody, like sought-after per- 
fection, like a frame within which the supple bodies of the angels form a wreath. 
In the icon of St George with Scenes from His Life the wheel on which the body of the 
saint is tortured is also a circle, and because of it the sufferings of the martyr are 
transformed and made beautiful. In the St George and the Dragon from the Ostroukhov 
collection the sweep of the horse's neck and the body of the saint form a semi-circle 
as does the solar disc of the shield, so that the swift movement of the rider attains a 
rounded form. A circle can also be seen in a later border scene from the icon of SS 
Peter and Paul with Scenes from Their Lives. 

Not only do separate motifs and figures have the meaning of symbols in icons. Every 
icon, beside being a representation of a certain legendary event or personage, also has 
a certain implication in which its true meaning is revealed. In the icon “In Thee Rojoiceth” 
from the Dormition Cathedral, the Virgin and the Child are set in a circle, and over 
them are the semi-circular gables of the church and hosts of people and the angels 
forming a wreath—another circle. The circle seems to rest on the group of the inter- 
ceding, and the angels form a frame for it. The very structure of the icon reveals its 
meaning—eternal glory to the Virgin and blessed existence for ever and ever. 

In the sixteenth century Intercession we see the Virgin flanked by an assembly of the 
saints. But the structure of the icon is different, it expresses not the attainment of 
harmony and bliss, but a passionate upsurge of supplication. Everything here strains 
towards heaven—the multitiered church, the slim columns, and the figures of the 
people; everything is in movement, everything is attaining upwards, taking off, every- 
thing is rising wave-like towards the multitiered kokoshniks of the roof. Everything is 
steeped in religious passion, like the angelic voices which rise to the very vaults, 
there to die. The organic forms are extended as if by some mysterious force. The main 
point of this icon is not its well-known traditional subject but what its highly gifted 
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PaceKazax 06 OXNBACINNA KAPraN IIPENCramennibro HIEPCOHBAA MOXUJIAIOT: XONET, 
BLIXOJAT UePES PAMY, KAK Hepes ABepS. B PANTACTHNCCKIX Pacerasax 06 oxcmrerma 
HOR TOTO HE IIPONCKOJHT: CAMI HXOHH, KAK ¡KMBLC CJIMIGCTRA, MIOKHAAIOT CBOW 
Mecra HAM MOBOpauBatorea 8 apyryto croposy. Mocnb Bononení a «Tocar 
K HKONOIMCHY) TOBOPHT O TOM, YO TOT AOXEH M30ÓPARATL CBATIX, Lx IIS 
HCTORUUIX € MAMI. MIKOM — ITO 140 KAPTMNM, KO TOPES JPHTEI HEM TJ LOL pasan 
AxaBacT. OlI BXOJAT B MIP “CAOBEKA, CONYICTBYIOT EMY, INPICYTCTAYIOT PM Ep- 
KOBHOÍÍ CAYÓ, YURCTAYIOT $ He, IIPEXE BCETO B TOPXSCTBCHNOM NPOACTONRIN EEx. 
KaK auipaxemon Ópazerpa monell 
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B Hgm 100 APEBNCpyCeKMe MKOMH HAXOAAT Npiuor na crenax mayaciimuax au. Ho 
Me CNSAYET 3AÓLMBATI, WTO OIIH CODMABAAMCD He ¿ua TOO, Ou nOs taa mpe- 
ÓlImaTS TAM, FAC AIN Me AÑCTIOMALN NENOBK — 1 KPACHOM FAY MÓM, Ha MpIno= 
POXHOM CTOJÓC, BEICHTBCR HAL BOMHCKO PATIO, BEICTYNIALOuEÍ Y NOXOA. Pasyme- 
€1ca, GombIle Becro UX Gano BNyTpH XPAMOD. Tar OH COCTABANN NeMPentemy1o 
wTIPHMAJUIEKNOCTE KAALNOJMEBHO CEEPLIACMOLO HEPKOBHOFO OÓpAnA. 

Kaprima Mpirimana SaXBarITo BuuMamue O7EMBNOO “MenOREKA. MH NOLAOTITE “ero 
3putrem» nepen Kaprunoit mpennowrracr Gurrs os, Emy Meutgor Apyrol spare. 
B uxonomcH nee CoNcem no-1pyromy. HKOHsI DÓPAIMAIOTCA HC K OANOMY MENOBEKY, 
A K CODÓMCCTAY MONA, M COOTACTCTBCINO ITOMY OHA Cam OSpaay1oT COOÓmeCTao, 
TPOlÍMbal XOP, Me TEPA B 3HAMCHUI OT COCENCTIA € APYTHAMIEU, 110OÓOpOT, BHTPEIBA 
OT HErO. BLIPaXENIEM TAROTO NOMIMANES KHDOIICHOTO ALICAMÓNA AMAJETOS Dpeames 
PyccKa usonocmao. 

Ero KOpun 1 MEpaLie HOIETKH OCYIICCTBACIAA Cro 1 MeÓO buI0w macurrads moxmo 
altra yx 1 Busauran u na Bankanax, HexoTOpute 3:1PMENTEI HKOKOCTACA MOXO 
YOMOTPETb B MONYMCHTA:TBNOÑÍ ATIBONCA, 8 1130Óparserax Crpaninoro ya. Boro= 
CNOBCKOÍ OCHOBOÍÍ HXONOCTACIOTO “HINA C PNIYPOÍ BCENEPAITEJA $ NSHTPE, K xOTO= 
POMY OÓPAIIIMOTCA CBATIE, ARMACTOH. BOPA 8 HX MPEACTATEECTDO HIEPeI TPOnOM. 
OSBMIIMETO, E MX BEUIIOS MONEIINE O MINOS 1 MIPOLCIIN TPeXon eNOBcACCTBA, 
Ho 6 TOYKI SPEHNA MCNICCTBA CAMM J-XAHLAM ÓBAO TO, TO MKOHOCTAC, BO3MAKUI 
ua Pycn, mpeneraniier cool uexocruoe crpolios cauncrao. B conan ero mpo- 
BLNACE KO.LTEKTABMAN BONA MAPOJA, 2 TAKE HOKYCCTBO MHOFHX MACTEPOB, BIIOMAA 
eopana w PyÓnesa. Tlepsue Gone HKONOCTACH € (burypaNa n poct “enoneKa 
OTHOCATCA X mavany XV nexa, uc TOÍ MOPSL Hu O JU ApeBItepycorall xpam ne o6xo- 
AULICA Ó€3 HOXOÓNOTO HESIMTOCTBCHMOTO Mi IPEKpacHoro cOopyAcKma, More 1xo- 
HOCTACEL AOILAM 19 HAC ME HOJMOCTAIO, 3 MULLE PAIPOJHENIBX HKOH. CoBpoMerÍtoMy 
APATEMO MYKHO MANDAN BOOÓPACHNO, WTOÓL B MYJEÍÍKEIX 22.1OX NPONCTADITD ceÓe 
0 HNOS, KOTOPOS OMA KOTAA=TO COCTABAALA 

Apenepyecxai HxonocTac — 370 OXHO 43 IPOKBACHNN CIMBO.NIANA APERtICpyCcKoi 
muomomuca, Ero Gyxaamos 3maenme — mosenme cnsriax, OÓpamsnnos x Bocce- 
aIoueMy 1a 1pome Xpuery-wcenepaarremo. HO nOCKONBRY CYUtECTRORz cue 1 
CCTMMÍ PAI C MKOMAMI A PAJINANEIS TEME, Y UIPaszamnbl CO CUSHAMI HO SUSE 
Xpacra 1 MApuu, 4 MPOpowecKuÍ, a MO3AHce cute npaoreveckuli — nKonocTaS pu 
OÓPeran aHameHle COHMA BCEX CBATHX, BOCK HCÚECHNIX $ SEMMEIX- CIU, KAKOMÍ-TO ltep= 
KOBHOÍ DIINKLIONICAIA, 8 KOTOPOÑ MAI TereH apa pacerasanr npeo6xaan 06 
Pazña PanocTHoro cocromrua npuvacruocr nenopera x nownolí cane. 

COmbO MK BHNXATD 3 GOTOCIONCEYIO, MOPALIDIIYIO 1 TPEXAANCENIO OCHOBY HKO= 
HOGTACA, Y AYIICUMBIC HICPEAIBANIA, KOTODELS HULK 3 KM COÓS BMPEXEIN, B 4e= 
OBCUCCKÍ CMBIC TOTO COSMAMNA APEBHCPYCCKOÍ KY/ISTYPEL, BCErO 3TOFO HENOCTA= 
TOMHO AA TOTO, UTOÓK OeMuTo ero 3HAYEHME, HYAIO BEIKUYTE CIO 1 TO, YTO HKO= 
HOCTAC ÓLIA 3AMEATENEA X)O0oKeCmeerus nporsaederes. 
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painter was able to make of that subject. In one icon heaven seems to descend to earth, 
while in the other everything earthly strains to reach heaven. 

Though the icon usually represents a spectacle full of profound meaning, the spectacle 
is not revealed like a view seen through a window. To compare an icon to a window 
is hardly right. Icons were never set in frames like the pictures and altarpieces which 
made them look like windows. Icons only have borders cut of a piece with the panel. 
Because it has no frame the icon has a certain preference over a picture, it exists, 
it lives in the medium in which it is found; it has the reality of an object which has 
a certain place. In the fantastic stories about pictures miraculously coming alive, the 
personages represented in them are supposed to step out of the canvas and to pass 
through the frame as through a door. In such stories about icons it is otherwise —the 
icons themselves, like living beings, leave their places or turn to face the other way. 
In his Address to the Icon Painter Joseph Volotsky tells artists that they must paint 
saints “like the living beings who might stand next to us”. Icons are not pictures which 
the viewer studies closely. Icons enter the world of man, they accompany him, they 
are present during the church service, they take part in it and, above all, in the solemn 
intercession of everyone as an expression of the brotherhood of man. 


IV 


In our days ancient Russian icons are exhibited on the walls of museums. But one 
should not forget that icons were not painted to be displayed in this way. They were 
supposed to be with man in his daily life—in the place of honour in his log house, 
attached to a pole by the side of a road, to be carried high above the host setting out 
on a campaign. It goes without saying that the majority were placed inside churches. 
There they were a necessity to the daily Church service. 

The aim of a picture is to hold the attention of the individual, to absorb it entirely. 
The viewer prefers to be alone while contemplating it, and another viewer would 
interfere with his pleasure. It is quite the opposite with icon painting. Icons make their 
appeal not to the individual but to a community of people, and accordingly they form 
a community of their own, a harmonious chorus, without losing their importance in 
proximity to other icons; on the contrary, they profit by it. The early Russian iconostasis 
was an expression of such an understanding of a pictorial ensemble. 

Its roots, its first attempts at existence on a small scale stem from Byzantium and 
the Balkans. Certain elements of the iconostasis can be perceived in monumental 
painting, in representations of the Last Judgement. The theoretical basis of the iconos- 
tasis ranges with the figure of Christ Pantocrator in the centre, towards whom the saints 
turn, is belief in their ability to intercede before the throne of God, their eternal praying 
for mercy and forgiveness for the sins of mankind. 

But from the artistic point of view the main thing was the fact that the iconostasis 
evolved in Rus was a harmonious entity. Its creation displayed the collective will of 
the people and the art of many masters, including Theophanes and Rublev. The first 
big iconostases with figures the height of man, date back to the early fifteenth century 
and after that not a single early Russian church was without this beautiful, imposing 
construction. Many iconostases have reached us incomplete, only a few individual 
icons surviving. The modern viewer must strain his imagination to be able to perceive 
in whats to be found today in museum rooms the integral whole they once represented. 
The Russian iconostasis is one of manifestations of the symbolism of early icon painting. 
Its literal meaning is the intercession of the saints addressed to Christ Pantocrator 
enthroned. But as there existed the Local Range consisting of icons on various themes, 
and the Church Feasts Range with scenes from the lives of Christ and the Virgin, the 
Prophets Range and, later, the Patriarchs Range, the iconostasis attained the impor- 
tance of an assembly of all the saints, of all heavenly and earthly forces, and became 
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B nronocrace MpOABILIO CCÓN ASOIKOS APITENIOS BOCNPIATKE XIDOMCH, IPIcy- 
co JIpeonei Pycu. BirsanTafiras sona, KAN 18 KAPrTIIA MOBOTO BPEMEIN, pacesite 
aria 1 TO, YTODE1 C6 PACEMATPMBATE HA TOM PACCTOAIAN, HA KOTOPOM MOXHO pac 
CMOTpeTk ncio ce 11 ee WACTHOCtI B HKOHOCTACO CKATAACA BOSMOXHOCTE (JIMORKOrO 
"CID AUBOMICHOTO USO pARCIAA: BÓJMESA, OTRA POTAMIE OAPOGHOCTA, po 
werimacrca ocuomnoií, Gyrsampmalt cubres, Ha paccroamn (a nowrm 8ce momo- 
TACTIL HIKOMBL HA 3TO PACEIATANA) IFOY CMC KAK Óht OTCTYNACT 18 BTOPOÑ Una 
A BtISTyIIaCT TOT, KOTOPIAÍ PANINANM TOIBKO NOT, DTO NACACTA Ka CONEPKANIA 
'90paxa, TAK Hero popmasmu ocobcmnoctel. 3xecb Mb! CHOBA CTAMABALMCA € CM» 
BOTMWCCKOÍ INPHPOxO OMA. 
Monaxx mucrynacr one, OÓMteuenOpeweCKoS, BHXOAAINOS 38 MPEAEM HEPLOBNO 
GTM 1 AOTMATIOE JIIMICINS CIORCTOS. B QUIYPAX ACUHICYCNOTO MAMA — 3TO He 
TOJLKO COATHIC, KUXAOTO 13 HOTOPHX MOXHO ONOIHNTE, HO MPEACTRBATEIN BCerO 
*CNOEISCTBA; DHIX TOPCCTECINAN CHY9TAX, E MEJUICHMOM ABIDKCHIN, 8 MX OCANKE, 
B CKAONCINISAX FONOBAX CCT HEUTO MIONOÓNOS MONEANAN arraunoro Xopa. Besar 
FELIUCKIX CUCHAX HONQLIK BAICTYNACT TO, 4TO ST CIPADUTAEDD, xaK ux pinerro Grano 
MATABA, HC COÓNITU, O KOTOPLIX HOBCCTOYOTOA B-TEXCTAX, A COCTOMIMMA TOPIRECTBA. 
CNABIA, EOTOPIAM PITA CTANOBITCA MpirtaCren. 
B ixonocracax XV nexa c HanGo:bmel CLIO BLIPATILINCE LABIO Ye CTATABIACCA 
OCOÓCIMOCTH APEBCpyCCKOÍ MOB — CE HETKIA CILIYOTNOCT, PITMANHOCTE, HME= 
HOCT6 OPM 1 YPABMORCIICHROCTA KPACOMNEIX ATEN, MEDIO MEpexyioImEnXes, ne 
TAIQUINCA E OÓMPIO Kpacowuyro Tra. Bcc cojopMuponaace mprmerura Macre= 
Pon cÓmparar» cnom Aylnene nOptms H CoOÍ xWBOIACIMÍ nOMEpK e nOTpeO- 
HOCTAMI COMAT 3PeMMIE, PAXYIOLCE COFACOBANNOCTALO CBONX ANEMETOS, 
B cagon C MOABICHNCH IROHOCTACA CIPYKTIPA OTACIBNON TEKOMA MEItAeTEs, Mona 
«Tcopririt» Venenicroro coGopa — 3rO cule HCIUROM CTANIKOBOC POISEE¡EINE. 
Kpaciresit HON BIACTHO SOABIOT O CBOCM HIPARC 112 HCEMONATEIENOS MIMIMARNE 
apurena. Kex mu spacin u cam no ceóe Auurpuli Coaynoradk » Goxce nosanció 
HCKOBCKOÑ HKONS, HOBOS 1 HEM TO, YTO, OYCPUENABÍÍ LUAPOKO AY XUEM KOHTYPOM, OK 
AonyOxacr pasom e cobol Apy1yIO HIKOHy. ÁPKO? KMNOBAPHIOO MATI CTO TITANIA MO= 
"xer altra cede «ONOpy) N TAROM KC IIITHS APYTHX HON IKONOCTACHOTO PALA. 
HeBo3MOXO NPPCONEHITA 3NAYEHS HKOHOCTACA 1 PASBUTA APEBNEpyCcKO HKOMM. 
B CIPYITYDE OTE HICOH MON HX METIA OÓLICHMOTOR TEM, YTO TI MXOMBL 
FOCTABAIUNN HACTA HKONOCTACA, HI TOM, TO XYAOXHINK B OTACBNON 1KOHC METALICA 
XaK Ob DOCCOARTE MONOÓNS BCETO HKOHOCTACA 1 1:10M, TIpexto BCOrO 3TO KACALTCA 
APXITERTYPHOCTH APEBHSPyCcKofÍ HKOMBL, 1 Men ee DOJIBIIOS EIPEnMYLILRCTDO NEPeA. 
HKOHOÍ BIsarrrÓioro. MOXO, E WACTHOCTH, CPADHTD NOBTOPOACKOFO APraNrena 
Muxasila, € crO OTBCCHO HAJALOLIAMI CIIANEAMN KNHOBAPNOTO NANA, O ApxaNTe= 
10M KiMpexiM. To, 4rO Mac TAX MAPyer B OTACLNX WKONAX — NENO ManenemMRe 
O AEPKMY TH DEPTIK:, IPILAMOLLYNS MM TARO YCTOTÍMABOCTA, — OÓRACIACTEA STA 
4H Mpaanen, BINpOv, $ IOMA «AKOHOCTACIOCTID? JOIN RIU PACKOXAE= 
HL. B HOBTOPOACKOM MH B JCKOBCKOM «POX.IECTBE XPICTOBOMD WMKOHOCTACHOCTE 
CKasaJach B OMWEPIMYTOCTH TOTO MOMCHTA, 4IO QUTYDH BHOKTCA, YYacTayior 
D BCIHOM INPEACTONHNH CBATEIX "EPeA TPOMOM RCEBKIImero. Í anemroponeroM 
«Poxnecrse Xpueronom» mxon Pyóxega TH "Opra nOMIOCTELO OTEYTETANIOT. 
BATO «AROMOCTACIOCTI) IPORBIXCTCA 1 TOM, “TO ÓOMBUIMNCIRO (YD, OCOÓEHNO 
ANTONIA, CKNOMACTCA MCPeJL ACIAMA u mepen Mapued. B TOM OTIBYK MOMTACIDION. 
Hor MONOCTACA, 
Muorme APesHepyccKle HKONA TPYAMO OÓMICHNTE 4 NONATD BIE TOTO KONTEKCTA, 
B KOTOPON OH 1AXOJDAMCE, B spocranciom «Visunern» BoroMaTepk BCS Ar 
Gonee cxepxammolt 1 nesetanoji u Jepxurrca Gonce IIpAMO, 10M 2 BpoB1nasIaol 
Peniuxe ororo nepenona. Ho ce nporamyras pyka — 310 xecr Boromarepa, croa- 
ucÍ y 1pONA BCCNCPAUTONA, OKA JIACKALT COSTO CENA M OANOBPOMEINO YURCTayer 
1 IPCACTOANAN, HAKAO1 €e TOOBH NPUOGpeTaeT ETOPOÑ CMtaca. 
B HOCTPOCHNH HKOH € AUTIÍMSIMA KAEÑÍMAME BOKPYT CPCAMIKA, KK, HAMPuMEP, 
«Herp Murponomr» 1 «Anexcui Murponozurr» Juomucna mam «erp u Manem» 
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a kind of Church encyclopedia in which traditional stories gave way to the image 
of the eternally joyous state of man in eternal glory. 

However deep one goes into the theological, moral, or secular basis of the iconostasis, 
into the spiritual emotions which found their expression here, in the human meaning 
of this creation of early Russian culture, this is not enough for a full understanding 
of its importance. One must also realise that the iconostasis was a magnificent work 
ofart. 

The iconostasis represents the two-way visual perception of painting characteristic 
of Ancient Rus. The Byzantine icon, like post-Renaissance painting, was designed to be 
observed from one distance. With the iconostasis there is the possibility of the “dual 
view” of what is painted: at close range, where all the details are easily observed and 
where the basic and literal meaning is most easily perceived and from a distance 
(practically all the icons of the iconostasis were painted with this in view), when the first 
meaning seems to retreat and become secondary and another becomes obvious, one 
that can be perceived only from a distance. This relates to both the content of the image 
and its formal features. Here we are once again confronted with the symbolic nature 
of the icon. 

When one looks from afar, one sees the general, universal meaning of the themes, 
going beyond the confines of Church legend and dogmas: the figures of the 
Deesis Range are not only the saints, each one of whom is recognisable, but the 
representatives of all mankind. In their solemn silhouettes, their slow move- 
ments, their postures and inclined heads there is something similar to the praying chorus 
of Ancient Greece. The scenes from the New Testament reveal at this distance, that 
these are Church Feasts, as they are usually called; they are not so much events 
described in the Scriptures as states of triumph and glory in which the viewer himself 
participates. 

In fifteenth century iconostases, the characteristic features of early Russian icons, 
which had been formed over many centuries, revealed themselves with profound 
force: clear-cut silhouettes, rhythm and integrity of form, and balance of colour 
patches, alternating regularly and adding to the general colourful fabric. Here was 
developed the custom of icon painters combining their individual preferences and 
painterly manner with the demand for a spectacle which rejoiced the eye with the 
harmony of all its elements. 

With the advent of the iconostasis the structure of the individual icons underwent 
a decisive change. The icon of St George from the Dormition Cathedral is still entirely 
an easel painting. Here a handsome warrier categorically states his right to the viewer's 
exclusive attention. However handsome by himself is St Demetrius of Thessalonica 
in the later icon from Pskov, the new feature in it is that this painting allows for 
another icon to be seen side by side with it. The bright cinnabar patch of his cloak can 
find “support” in a similar patch on other icons of the iconostasis ranges. 

It is impossible to overestimate the importance of the iconostasis in the development 
of the early Russian icon. Many features in the structure of the individual icons can be 
explained by the fact that at one time they were part of one iconostasis or that they 
represent an attempt on the part of the painter to recreate a likeness of an iconostasis 
as a whole in an individual icon. This relates, above all, to the architectonics of the 
early Russian icon—from this point of view the Russian icon has the advantage over 
the Byzantine icon. For example, the Archangel Michael from Novgorod, with the 
vertical folds of his cinnabar cloak, as compared to the Archangel Michael from Cyprus. 
The features that enchant the viewer in individual icons—the clearly accentuated 
verticals, which give them stability —are explained by these reasons. But in the under- 
standing of the “iconostasis-ness” of the icon there were differences of approach. This 
feature in the icons of the Nativity of Christ from Novgorod and Pskov is demonstrated 
in the way certain points are stressed; the figures depicted seem to tower and participate 
in the eternal intercession of saints before the throne of the Most High. In the icon ofthe 
Nativity of Christ from Zvenigorod, ascribed to the Rublev school, these features are 
absent. But the “iconostasis-ness” is revealed in the fact that the majority of figures, 
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» Honropojte MODTOPxTCA TO, WEO XAPAKTEPMO ¿UnA IKOMOCtACA. Jan Toro wro= 
Óx PaCeMOIper» OTACAMAMC KlCÍÍMA, NPOYECTE KUHBONUCNDS: HOBECTDOBANMA 0 A-| 
TIM CBATOTO, HYKMO IPIOamsIraca K HKOHe, M2dan, OTKYxa OA BOCTPIIsnMaeTeR 
KAR HSNOC, HTML KCÍMA CIMBROTCA M NPCBPAULALOTCA 1 NONOÓNE BEHKA DOXPYT. 
«burypi enaroro. Bónursu apennepycoxas vroma — ncorza mobpaaurezma mery 
paruoua. Ha pacerommw osa repser MHOFOS » CROCÍÍ 3OÓpARTLABAOCTA Y BON pEs 
DACT B HOQMYPATImnOR ACKOParTUBMOCrA. DIO MIIYTO Nc OÓCAMACT £e, He CHIDKET 
B nel mosmamateJmmoro mama, OÓa KaK ÓbI APYr APyTA. BRRMMONCITIOAOUIAN: 
MOMEIITA COCYINICCTAYIOT, MCPa3 AIDA, COCTAMIRIOT JU1AICETASCCKOE CIUNCTBO. 

19 B kammutcxoñ xome «Bocrpemenne Jlasapa» BÓJICn Pasar ace yaacTina 
COGMITAR, HANA, NANCPEKOP TOMY, UTO IPONXOAMT, HKOHA BATA KOK ONpoM= 
HAX HNETODAN MACCA, € MIPCOÓNANANMEM M3YMPYAMO JNSHM, 213 KOTOPOÑÍ mapa 
BACTEA APKOS KPACHOS MINHO — BCIISLIKA, MEOOBACHUNAA IU CKOMCTOM, MIL KOMNO= 
MIC, HO IPHARIOMIAN IIO9TAMECKYLO MPeNECTA NENOMY. 

Bo sropoii noxomune XVI sera Hxona YTpamIBaer coo cba o 1exonocracom. Vino» 
HOCTACIH IPONOJIKA/IH COOPYAITS 14 TOFAR, HO OHIL TEPALIA CaOÍ nepnonamassinl 
CMLCA, CTAMOBLTMCE IPOCTOÑ INPMUIAAnEAIOSTI1O YÓPANCTDA XPAME, D- 1nmx OA= 
*CPRMBATACD DIISANTAÑCEAR TOPACCTBCHNOCTB, B 310 IPEMA NOABARIOTCA 1 M3001= 
JM MALICHDKANE, MUNNATIOPHSIS AMANOÍÍMILO HKOINXIL <MIAAAIID, ROTOPEIO, “IOÓSL 
"IX XOPOLIO PACCMOTPETb, HYKHO Baste Ñ py. B crporamoncsol urome Hixarra= 

195. BOKI OÓpatiaeTea € MOJMTBOÍ K BOTOMATEPM, HO HAXOIUTOA B HOANOH Oso 

121 secta, On ne yuacriux «coopuoro neñcranso, xx Gu neu Feopridí y nop- 

TOPOJEKOÑ 1xonte, € ero n0-PyÓneneK cxrnononol roxonol. 
AEmICPySCKAH MXOWOMNCD HADTONBRO HCIIOXOX HA AIBOLIOD, HA KOTOPOÍÍ BOCINA 
COBPEMCHIAÍ MEXOUEK, HTO OI! NFKO FOTOR MOBEPITE TOM, TO HRONOMCb — 970. 
Gorocilomie 1 xpackax, 1 Hunero Goztbuge, Bwecre € 9THM B HEM BOXNAST NEODEPAS 
K CBOIIM COGCTBCHNO SCTETHNCCKUN BETANIA OT APeBnel JomoNmCA, On mam 
Naer OMICATACA ACTETHMECKOTO 1OJOza, GYATO Gl Dpaneónoro mconorpadrio- 
exoMy TAYÓOKOMMEAIO Inxomomuca. Tlpu rom saGumactcn mpoctoli daxr. Hiona: 
MAnÓONCE AOCTYIMAA MAM KAK MPOMIDEACIME HCRYCCTBA, A HE KAR MPEAMET AYAUSTA. 
Mxoma — 910 He pieryammas maca, Ho nepsoGwrunii derma, 310 nopoxene 
BSICOKOÍ 1yxopmolt kynerypi. Xynoxecrmennos Tnopuecrao a JIpemueíi Pycu xora. 
1 COXPAMANO CBATI C OÓPA:OM, € Perturuell, no Bco xke GbiO AOCTATOUNO PAIBITO. 
Ki CAMOCTONTENDIO, BecctiopHo, COOTBSTCTANE MEKAY PCAMFHCÍ U MEKYCCTBOM Cy= 
ICOTNOMAO, HO GO Ke VEHNALADIA HKOHONNNCEH — 1 OÓABATENBILO NPABIINK, KPa= 
COTA !IKOHH — 110 OÓADATENDNO ÓJATOACCTAS, BOIDHINCENOCTA £e — He BOTA NOTY= 
TOPOMMOC, MaKconien, COJepIIaKMe He pasto MORO, 


Apennepyeckan Inono1mncE Gbista cráaRa MHORSCTBOM HUTEÍ € AYxOBIOÍ 2nHIHbiO. 
*CAOEKA, MPA J10M € AISTIMO Pa3sIIUnAIx cos OOuIECTRA (Ppoosasnos oÓmecrao 
DA CBONX AY IX MPONCTABITCHCÍ MUOMHILIO O TOM, YTO BCO ¿HOAN, HE SHA TI 
M MPoCTES, — «nxema AJaMoro»). Baxum Jun eyneó apemnepycerall aximommci 
Lan TO, TO 1 Ce «3OOTÓÍ BI)» OT NES OXILITN TO.TDKO TOTO, YTO OHA MOXOT RAT, 
18 BOMALANA HA NEC MAC, KOTOPME OA Htc CILIAX ONPABARTD. DIO O3uAMaCr, 
"TO 3 CBOHX AYAIIAX PORCINA APEBNCPYCCKAR HRONOMIS — abICOKOS 1 WuEMOE 
UCKYCOMO, TINA OA BBISBIBACT BOCKIINERNE HALIAX COBPEMOIIKOS. 

He iyxHO AYMAT», ÓYXTO HOISTHE (NCTOTAL HCKYCCTBA) BOTINKLTO ¿TMIID 1 MODOS: 
peMa Kax mpusax yaa. Jlosyur 3TOT Tax OTUAAIINO UE ÓeaMaJneMno Mposmyuaa 
B 21Y MODY MOTOMY, HTO OCBOGOMHTL MOKYCCTBO OT BCSTO SyRAOTO M HAHOCHOFO. 
OxaJauoC» noBOBO Tpyano. B Ipesueli Pycu nponesozu1o conces uuoe, HncroTa. 
HOK)CCTHA Ókizla MM-TO NEPIUMIBIM H ECTECTICHAMIM. /Apemsaa aronomco — 970. 
"HCKYCCTBO, B XOTOPOM A3HIKOM KPACOX CKAJANO ¡UML TO, YTO MOMET ÓLITE BMPazCIO 
BKpacKax. U nOTOMY €: IPOH3wEzCuNA JBY*AT BO ROO CBOTO CAY 

Apensepyccxui MACTEP HS 3MJI MPOTUDOPEMÍ MOKAY JAMECIOM $ HCTIOANSINH, 
le ensima Mpx Tnopuccrsa, MONA NOCTABART INOPY PaNOSTb, xaK pocos 
ACPEDO MAN KPACUIBMÑ BETOK, KOTOPEE HUMCM APYTIIM 110 AO/IXUEL ÓLITD, KAK Ca 
mana COGOÍÍ. Ha ILTOCKOCTH HKOMNOÑ AOCKI ABI BMAIM HNCTELO PACOIBIC MATA, 
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especially the angels, are seen bowing before the manger and before Mary. Here the 
prayerful note characteristic of the iconostasis is reflected. 

Many early Russian icons are difficult to understand or explain without their original 
context. In the Virgin Eleusa from Yaroslavl the figure of the Virgin looks more re- 
served and majestic than in a provincial copy and she holds herself more upright. 
But the outstretched hand is typically the gesture of the Virgin interceding at the Throne 
of Christ Pantocrator. The Virgin caresses her Son and at the same time takes part in 
the intercession, so that the line of her inclined head acquires additional meaning. 
In the composition of icons with border scenes around the centre panel, for example, 
the icons of St Peter or St Alexius by Dionysius, or SS Peter and Paul from Novgorod, 
the features characteristic of the iconostasis are evident. To observe clearly the separate 
border secenes, to “read” the painted narrative of the life of the saint, one must get 
close to the icon. At the distance from which these icons were actually seen it represents 
an entity in which the border scenes merge and become a kind of wreath around the 
figure of the saint. From close up the early Russian icon is always a work of fine and 
figurative art. At long range it loses much of this quality but gains in non-figurative 
decorativeness. This does not impoverish its artistic worth, does not diminish its con- 
ceptual meaning. The two mutually exclusive factors co-exist; they are indivisible and 
present a dialectical unity. 

In the Kashin icon of the Raising of Lazarus all the participants in the event are clearly 
seen from close range; but from a distance the icon presents on enormous colourful 
mass with predominating emerald green against which a bright red spot bursts forth 
like a flash, in direct opposition to the recorded event, and unexplainable either by the 
theme or the composition, but supplying a certain poetic charm to the whole. 

The icon loses its ties with the iconostasis in the second half of the sixteenth century. 
Iconostases continued to be made but they lost their original meaning and became 
an ordinary part of a church's fittings; the typically Byzantine solemnity was stressed 
in their appearance. This was the time when small miniature lectern icons appeared 
in profusion; these were the so-called pyadnitsas (measuring one span) which are so 
pleasant to pick up and study closely. In the Stroganov icon of St Nicetas the Warrior, 
the saint turns to the Virgin in his prayer though he is depicted alone. He does not 
participate in a “convocational action” as did St George on Foot from Novgorod, with 
his Rublev-type inclined head. 

Early Russian icon painting is so unlike the painting on which modern man was brought 
up, that he easily succumbs to the idea that it amounts to theology in colours, and 
nothing more. At the same time he feels a distrust for the aesthetic impression he him- 
self derives from it. He begins to fear an aesthetic approach seemingly in contrast to 
the iconographical profundity of icon painting. In such conditions one fact gets lost, 
i.e. that the icon is more easily perceptible to us as a work of art than as an object 
of faith. The icon is not a ritual mask, not an ancient fetish—it was the result of a 
superior spiritual culture. The art of Ancient Rus, while maintaining its ties with religion 
and religious custom, was nevertheless quite developed and was independent. The con- 
nection between religion and art was undoubted, but an icon painter of genius was not 
necessarily a pious man; and the beauty of an icon was not limited to pious feelings, 
its lofty message was not always of the other world and, finally, its contemplative 
aspect was not tantamount to a prayer. 

Old Russian icon painting was connected with the spiritual life of man by many ties 
and, what is more, with the life of various sections of society (feudal society in the 
persons of its best representatives remembered that all people, whether of noble or 
common birth, were only of “Adams tribe”). It was important for the destiny of Russian 
icon painting that even during its Golden Age it was expected to give only what it 
could give and not to realize hopes that were beyond its power. That means that in its 
finest manifestations, ancient icon painting is a lofty and pure art. It is these features 
that cause the admiration and envy of our contemporaries. 

One should not think that the term “pure art” arose only in recent period, as a sign 
of decadence. This slogan has rung out so desperately and hopelessly in the recent 
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XPACIBHÁ 30D KOMTYPOB — MH CKASANO OUEN MITO, OI 38YGAT UNCTIAM IBYROM. 
Ml HAIHBACM AMBONUCE PEGuIBMolL, ECM 1 HE IPEIMETEL H3OÓPAXMOTOR TaKiAM 
O6pasom, 4TO ax mozo mpusnaro sa peasbuee, Ho TO, YO $ Kaprie npencTameno, 
yaodum HALLE Buunane OT TOTO, 4TO HAS OXPyxaeT. Hezapom Jun TOTO, UroGK 
IOMONE HALEMY BRIDMANIO COCPeAOTOYITACA, KAPTIIA JAIITONALOT 1 PAM. 
Uononnes pea COBceM b APyrom CMC, To, “TO B HRONOMICH NPeactameno, 
HAKOTAR: HCABIA MPHBMATD 34 PEALIBMOCTD, TOWACE, JUAS B OYCHD. OTPaInIIeMnON 
rene, ML Y3KacM QUrypH AM1OHEÍ 4 IPEMETA, HO BIN HX IPCOÓPARCIIA O, 
nopolt He cpasy yamasecuenen. DopmE 9 uxome TOxe 1pcoGpaxemne. Kpacka 
TaKile API, AMCTHC, KOTOPEIX OÓLMNO MUTAS He VBIAMINS, Pase TOMO na HeÓe 
E Mac 3AXATA NUI B MONO, TYCTO 3APocuIeM BacKUnbraMi, Tomy, ro y mone mpeg 
CTADJCHO, BECTAD MPASYIL OTTCHOX. NOTO=TO MEBAAANNOTO, HCÓBDAOFO, HCOÓLIMMOFO 
(a aru OMA IPUROBRIBACT K CCÓC BINMANIE JIUKE HEAODEKA, HORYUICIENOFO ÓO IBA 
spuressmam Ono). M Buecte C TEM 310 HEBMIANNOS, MEÓMBANOS, xpacomnos 
 MOARNIHNEM HKOHE ExXODUIM 5 ACUSID UCAOARKA, BOTYIIAET B NPOCTPACTBO, E KOTO- 
PON OI XIBET, MEPICTOR € HCAOREXOM CHLIAMIN I1O/MUMACT E sCW IYX, POXARA COANA> 
E TOTO, HTO OÍ CBMLALT KAKOTO-TO HYAA, KONEUINO, UY/LA HOSYCETAA, 

KpacKt IKOME CUIATAOTEA $ TAPMOMIVO, HOME OÓPAIYIOT yCTONÍIBOS UNOS, $ 
310 POXRET CLON CMA Óe3 TOFO, YTOÓS MACTEPY INPIXO/IMNOCE HANOMMAATE O CeGe, 
O CBOÍÍ NOTPEÓNOCTH HSIVTECA 3 CSOCM TIOPEMH, OrciO]A TAXAN KM O HEM HO CPaR= 
MAA CUA YÓCIMTEJIBMOCTA MIKO, HETIOCTIKHMOS OYAPOBANUS €€ KPACOE 1 ODM. 
Moxcuo He comHesarso » row, ro JoJu [Ipenuelt Pycu, nowunas o nocon Bram 
MPA, BOCKMIENMIX KPAcoTOrO Haperpagcrol Cobun, sepno yransanar mpenecta 
CTMMMOTO MHCKYCETKA. HEJAPOM OH TAX BLCOKO HENIAM 1 IOYATAYIN He KOFO-=1M00 
Aapyroro, a umemno PyOnesa u Jlnomucna, 

B Jlpenneñt Pycn name 3 ornaremnoi raya na Cenepe OÚBMIO KMKTO He Ópanica 38. 
KUCTb, He UNCA XOTA ÓN IICMENTAPIX PexCTamIeXuÍ O TOM, KAK COMLETOA 0 
ome, Macconoro, cepulinoro IpompozeTaa 1011 TOr za ne oyinecraonano. Toro 
MHOTO HOSAMCE, € PAJOHTHCM PHIYKOD CTA NOABANTACA PAÚOTI «ILIOXOMCHLI», 
K 3TO CIAO BEITMBATS TPEDOIY JIYXOBHBIX BnACTEÍL. H cczu coBpemenmomy CoÓKpas 
temo nopora ¡ioóaz, camas Nesareibmeas sexoma XVIII u naxe XIX pera, TO 910 
AMiuIb MOTOMY, TO CTO IHAKOMETBO € HICHEBPAMi HAYUNMIO ETO MAXOJIATE M1 He 
xom cnaGml orGaeck Gomuoro HeKyccraa, 


NA 


HcropuK HCRYCCTBA, KOTOPAA 4D CHX MOP 3AMNMACTOA IPOIMAYIICCTEEUNO Knaccmb- 
KAI HO! MO BEKAM 1 JUNO, CO SPEMENEM BHIKNET D Paine HOSIAMCIMA 
HKOH M COOTACTCTBEIÑO B PASAN CTYIEIDA UX AY AOKCCTACIMOTO COBEPUICNCTAA. 
B Apennci Pycn CyUIeOTBOBAO MUOTO IPOMINCACHÍ, VMEBINAX MACTO KY/IETOBOC 
MACHO, M3 MACTROCTI HKOH BOTOMATEPH, HKOI MONCHNIAX, ARCHNAX, COTNABAR= 
HINA MO OÓPABIIAN, E KOTOPHX DHEMENTH TDOPIOCTRA NPHICYTCTBODAA 1 Oven Ho> 
ALAMITCADNON CTENCIMN. DTO OCOÓCHAO OTMOCKTCA K 1O3MnCÍICNY BpeNcIn. Bost= 
HUMNCIBO E APEBHIX HKON, AOIICAUIAX RO HAC, — JO IIPOMIBOACINAA HOKYQCTRA, 
TOM HC H TC, KOTOPH COSAS PANOMSIMA MACTEPAMI. B TBOPeInaX HEKyCiaK 
NACTEPOB, HIKS CEIM OH ÓCSRIMAIILA, OÓLIAIO YTAMBIBACTCA HO TORERO Y MENE, HO 
HCDOÑÍ SaMBACEa, 2 HOT 1UXenANiMe ÓnecnyTa cnopomro 

Ho cor exe NPONIDEJHAA BAOXHOBCHNSLS, FCHHALIBNAC, KOTOPO JTAAAILA 20xH 
Boxpoxacma massa m «Goxecrsemmsanoos (divino). O menempax Apemnepyo- 
CKOTO MCKYCCTBA HYKNO CKABATD 0COÓO, HTOÓSI JUIS NICOMATROTO FJA2 OM HE NO= 
epamicb cpeau panomx npomssegemull. B Hux ecrh Kouro COBEPuICHnOS, ROJBE= 
HICHNOE, NIPEKPACHOS, TJIXIX Ha HNX, He AYMACIND, KAXOÑ HNOS OI MPAA LIC, 
1 JETKO MÓNACO TOM, CXOXBKO BeKOB OTACAMIOT JIX OT HC, Tor, Kro HEIETAN 
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period because it was very difficult to liberate art of everything that was alien. The 
situation was quite different in Ancient Rus, when the purity of art was something 
primordial and natural. Early icon painting is an art which expresses in colour what 
can be expressed only in the language of colour. That is why such works proclaim their 
power in full strength. 

The early Russian painter knew no contradiction between conception and execution; 
he suffered no tortures of creative endeavour. The icon pleases the eye in the same way 
as a healthy tree or a beautiful flower which do not pretend to be anything other than 
what they are. On the flat surface of the icon panels one perceives bright colour 
patches and beautiful patterns of outlines, eloquent and strikingly pure notes. 
Painting is called realistic when the objects depicted are presented in such a way that 
they be taken as really existing. But what is represented in a picture leads the attention 
away from one's surroundings. Itis not surprising that to help the viewer to concentrate, 
pictures are set in frames. 

Icon painting is realistic in an entirely different way. What is depicted in an icon can 
never the accepted as reality, or only in a very narrow sense. One recognizes the 
figures of people and objects, but they are seen to be transformed and at times are not 
immediately recognizable. Forms in an icon are also transformed. Colours are bright 
and pure, of a kind one cannot see anywhere, perhaps, except in the sky at the hour of 
sunset or in a field thickly overgrown with cornflowers. For this reason whatever is 
represented always has an inherent quality of something never seen before, a sense of 
the unusual and unique (even claiming the attention of the man who possesses great 
visual experience). At the same time this hitherto unseen, unusual, colourful something 
becomes part of the life of man with the advent of the icon, becomes part of the space 
in which man lives, tests its strength with that of man, lifts man's spirit, and brings 
about a realisation that he has witnessed some miracle—naturally, the miracle of 
true art. 

Icon colours come together in harmony, the forms make up a stable whole, and from 
this stems the meaning so that the painter has no need to remind the viewer of himself 
and his need to pour out his soul into his painting. Hence the incomparable power of 
persuasion of the icon, its almost inexplicable charm of colour and form. We cannot 
doubt that the people in Ancient Rus, beginning with the envoys of Vladimir, who were 
enchanted with the beauty of St Sophia's in Constantinople, were able to perceive the 
beauty of true art. No wonder it was Rublev and Dionysius and not simply any 
icon painter, whom they appreciated and esteemed so highly. 

In Ancient Rus, even in the remote northern regions, no one could pick up a brush who 
had not at least some elementary idea of painting. The mass production of icons was 
not known in those times. It was only much later, after the development of consumer 
markets that the works of “bad painters” (plokhopistsy) began to appear and aroused 
the anxiety of the Church authorities. While the modern collector values all icons, 
even the least sophisticated of the eighteenth and nineteenth century works, this is 
only because his acquaitance with masterpieces has taught him to find even in an 
icon of this kind the barely perceptible reflection of great art. 


V 


Art history, Which is still occupied chiefly with the classification of icons according 
to centuries and schools, will in time delve deep into the various purposes of icons and, 
accordingly, into the different artistic levels. Ancient Rus must have known many works 
which were of purely religious importance, especially icons of the Virgin, votive icons, 
also icons that “miraculously appeared”, which were painted from set patterns and 
contained scarcely any elements of creative endeavour. This is especially true of later 
icons. The majority of the surviving early icons are works of art, even those done by 
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a coc OYApOBAIIMe DIV LNCHEBPOS, COFANCIICA, VIO HKONONNCb —3TO INPEXRE ACEFO. 
A GosBue 8cero nodANoe DOOR UCKYCEmMAO. 

Ha MHOTOWNCACNAIK APEBHCPYCCKAX HON, KOTOPE MOXHO IPHIHATI 1EACBPAMI, 
31cc» Óy:er paceMoTpeRo Acero Hecxoxxo mpunepos. Ho npexxe ncero norrKaer 
BONPOC' XAK MOJXOJUTE K HIM, KAK HEPEAATo 0 CODE 1 XYAOXCCTACIUMAS ADCTOMN= 
eroa? Jlo cux nop 1 paúorax no Heropuk apesuepyeckoÑ nKOHOmNCH ITOT BOIpoc 
e CIMA, TÍPuIsITO HAAMIATb € HKONOrPAÍUMCCKIX MPIBHNAROS: MKOIEL: mampI= 
MEP, «a netrpe naxoJurea qurypa Boromarepu, caena 07 nee alrenst, empaña 1ac- 
Tyxu, y mor Mocmd 1 crapuit maciyo» 1 7. a, Tlpu 97OM 24ÓMBACTEA, “TO TORO MA 
CORA, $ CYUIMOCTH, HUNETO HI€ HAYA, TAK KK OIM NPIIOXAMIS HS TOMEKO K PyÓnED= 
CKOMY HICACHPY, 110 XL KO MUOXECTaY APYTIX HON lla TEMY pomceraa Xpnerona. 
K unomorpadun mpuraro IpaCocstunrO nocKoJro samenamll o eriule (anorna 
O IPECIORYTOM 'OKMUBOMUCIIOM) JH (CIMNEÑsIOND), TOMACE, O MANEPC BETO 
KOH, O HKOMONHCHOM «MOLINOS, XAK FOBOPILH B CTAPIIY, A TAKXC NEPEwACIATE 
pack. Ecnix MACTep OTCTYNAN OT HOPWA, MCAAOT KPATIMECKNE 2aMENANA (Cat 
xOM ETpOÍÍHHC IpOMOpumK ¡Iuomucns, menocTaToK arempeccua e aux). Came 
OSCTORTEAMIIS H CTAPATALMLLS OIMCARIA ITOFO POZA GeccIUnMK Mpx cos 
PMENNOTO MENOBERE X HOMNMAMIIO APEBHPYCCKOÍÍ HKONOIEN. 

Hyxx0 BNpaGoTaT» K Hei OCOOKk NOJXOA, 1TOÓ: BOCMPIuETA TY Goratyio ¡mpop= 
MARINO, KOTOPyIO Kaka HKoNa CONEPKHT. HyxuO XOITO BOMATPURATRCA B Hce, 
CIMIMAT C ANALTOFMAMBMA, AOHCKUBATECA OCHOBHOTO LARCTIUECKOTO MOTHRA, Fa 
OÍ MeTAQOpes, 3 KOTOPOÍ MrpaCraJO1 Bco OMBICNOBIO HAMEKA A OTTCIN, BizuIno, 
pacumáponxa Apesmx 1xom A0JxMA ÓbtTb CTPYETYPIO MnOÍÍ, MEM KAPritn HOBOrO. 
poc. 

Bopuc 1 eS MPIMALLICA:A:IN K CAMBIM MOYHTACMBM Ha Pyci COATRIM MYYIAKAM, 
HU sacro opaca es sxonomucn. Micona «Bopue 1 Fae6» XIV nexa (Pycctari 
Myacil) — 3TO Gesyenomno camoe aamegarersuos 1 COpeptueItnoe Tporaneaeine sa. 
Ary TOMy. B nOBrOpoAcKoÍÍ mome TOTO xke DPEMCIN, P QUTIPLAX-KOpoTAINAX Tar 
NHOTO XAPaXTEpMOCT, YTO JIETKO HOSEPUTL; 910 BONCE He KICBCKNO KNAIAA, A HOB= 
FODOJOKUO KNTIEUECKIS CHAKI 5 CBONX HAPAIADIX pac radprasax, Koomencraa 
toma «Bopue 4 T1eÓ» NONKYIIAET COMPEMENHOTO IPUTEAR BOTPEBOXCAIAMA B3rIA> 
AM OGOUX ÓPATS<B, 3 KOTOPSIX YTANHBACTOA IIPenWyROTRMe HIX TParimecrol yuacra 
ÁDROCT HX KUMOBAPHRI MMS MPy2aBI nues ocoGeno TporaTenuli paceras 


96 mua climax Taro mpmsseKaror mmmare, Hace KE CAMBIM BISOKM 0O= 
EpúICHCTOM OÓNIARET HOHA PyCEKOro MY3e3. DTO OYEBILANO MOE OCOÓCIMMBIX HOAO= 
uemull, Bo ncaxon cnyuac, OÓOcHoÑare 310 1eppoe PIIeYaTacIsNO — OMC TPYAsias 
nasa. Cpexuepyecknl macrep 3roÑÍ WKOIH COMA EC, BUAUMO, D CAMS TAKEN 


TOMA MoNTOZIEKIX HaUIecrmai, nO COXpaxan a mel mamo o cano Kiencxolk 
Pyc. UrO KACAETEA MKOMOTPAA, TANOD KIA, IX OCRE OEA — OA HATO 
PINAR MOBOFO, ME MPAÓABIL K TOMY, NIO CODNABANOCS EVO IIPEALICOTECHANKANIA. 
HO Jia XOPOLNO BCE SIVAXOMHN, HOYA OXUNAXOBRA CITA (IYD OÓOIX paren, 
TIATABIDIX OU MEVALTBNYIO YUACTD — ÓMTE ASPTBAMI KUIACOKIX MAADYCOÓNÑ, 
DHICI)IAJOT 1 9TOÍ MKOHE IPCOODAIACINLAMN, HOJISTHMI CUNOLO MOKYCCTEA. 

Mx canyor mpuoG pen npamam xaparrep. Dro ne mpocto 1306paxenna 2ayx 
one, om cramu suaxomn, Box Jona JAKmoYaCT » ccÓS sprE 2MÓNEMEL TEpazn 
uvuccxoro sua. MCNTIIMOCIA CHAYITOD — BIParxEHIlO ÓPaTEROTO CAINCTAA, MEW 
Bopuca MEXIY Mt! — CIMBON yx cx. Mor Peón MnoaMAr 1Y Ke Pos, 
TO KPeOT » pyxax ero crapuero Gpara. Orcyrerane 1oJeMA MPUZACT urypan 
JETROCTh, OAYROTBOPENNOCTb, HB TOM HX OTIMMKS OT BOMNOR. AOMONTONEXOTO 
mepuoxa. M muccre c-rem oe «purypti owen, yorollwnu, ypasmoneunermaz. Orm mpo- 
BOCIOANO HIMCAMD 8 IPAMOYIOMBNIK ROCK, HITCPIÍLIM MEXCAY HUM HIM COOTBEE 
ETBYIOT, B CHY lICpeKpecruoro COOTRCTTBNA IBETA ITAM TE NAQTANOS KPaCKA 13 

IPIEMAKA DPEANCTOS, IPBPAMIALOTOA B INIENCITAS TOCTPOCHNA KO 

Dopmazbbe 0coGeImocrH mon orscraor xapaxrepnorixe Bopuca m Fea, 9ro 
e CTONAKO BROWN, Me CTONBEO MYUEIAII CXONKO MIPAMEPA MIpancTReImoi crof 
xocri m Ayuiemoro Gaaropogcroa. Oe puryput coCTaBImor Mepasnemnoo Enoc, 
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rank-and-file painters. In the works of highly skilled masters one can usually see not 
only the artist's skill but also his conception and at times his desire to demonstrate 
virtuoso technique. 

There are also works which are inspired, works of genius which the Italians of the 
Renaissance would have called divino. The masterpieces of early Russian art must be 
discussed separately, so that they are not lost to the unsophisticated eye amidst a welter 
of mediocre works. There is something superb, lofty and wonderful about them. On 
looking at them, one does not think about the school they belong to, and the centuries 
separating them from our day are forgotten. Anyone who has experienced the en- 
chantment emanating from a masterpiece will agree that icon painting is first of all and 
above all truly great art. 

Only a few of the numerous early Russian icons which can be regarded as masterpieces 
will be considered here. First of all, there is the question: how should they be ap- 
proached, considered, how can their artistic worth be expressed in words? Up to now 
this question has never been posed in works on the history of early Russian icon 
painting. It is customary to begin with the iconographical features of an icon. For 
example: “In the centre is the figure of the Virgin, to the left are the figures of angels, 
and to the right, shepherds; at the feet of the Virgin is St Joseph and an old shepherd”, 
and so on, and so forth. The author quite forgets that these words mean nothing in fact, 
because they apply not only to a masterpiece by Rublev, but also to a large number 
of other icons depicting the Nativity of Christ. 

It is customary in iconography to add a few remarks about the style (“pictorial” and 
“graphic” style) or, rather, about the manner of execution of an icon, and to list the 
colours used. Where the painter has deviated from what was the norm, critical remarks * 
are added (the too perfect proportions of Dionysius, the lack of facial expression). 
The most detailed and conscientious descriptions of this kind are incapable of bringing 
modern man closer to an understanding of early Russian icon painting. 

It is necessary to work out a special approach to such painting in order to extract the 
rich information each icon contains. One needs to examine an icon for a long time, 
to compare it with similar icons, search for the basic plastic motif, the main metaphor 
from which stems all the meaningful hints and nuances. Evidently, structurally different 
patterns should be followed in deciphering early icons than in deciphering pictures 
painted in the post-Renaissance period. 

Boris and Gleb were two of the most revered saints and martyrs in Rus, and were 
frequently depicted in icon painting. The fourteenth century icon of SS Boris and Gleb 
in the collection of the Russian Museum is undoubtedly the most remarkable and superb 
work on the subject. The Novgorodian icon of the same period shows squat figures 
so characteristic that it is quite clear that they are not Kievan princes but some Nov- 
gorod merchant's sons, wearing rich red kaftans. As regards the icon of SS Boris and 
Gleb from Kolomna the modern viewer is impressed here by the troubled gaze of the 
two brothers, which hints at a premonition of their tragic destiny. Their bright cinnabar 
and emerald cloaks, and the touching story of their lives set in border scenes also rivet 
the attention. Nevertheless the icon in the Russian Museum is the finest of them, as can 
be seen without additional explanation—and in any case it isa difficult task to explain 
the first impression it makes. 

The central Russian artist who painted it must have done so in the most difficult years 
of the Mongol invasion, but in it he recorded his memory of the glorious Kievan Rus. 
As for the iconography, the types of the princes, their postures and clothes—he did 
not invent anything new here, and did not add anything to what had been created by 
his precedessors. But the two well-known and familiar, almost identical silhouettes 
of the brothers who shared the same sad fate—they were victims of the internecine 
strife of princes—appear in this icon transfigured by the power of art. 

Their silhouettes acquired a more regular character. This is not simply a portrayal of 
two men—they had become signs. The entire icon represents the features of an emblem, 
of a heraldic sign. The identity of the two silhouettes expresses their fraternal unity, 
and Boris's sword, depicted between the two of them, is a symbol of their unity, too. 
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ll» 2TOM IPeABOCKMALOT anresos <Tpomux» PyÓsena, Ec BenoMITD, +ro 9 Te 
xxs ron y laperpane, 1 mosamax Kanpue- Jasa, CaxrHe BOI — STO Inox 
ue Hope (ppal, TOA ÓYAET OCOÓCHAO SCHA DBICOTA MOPABROTO WACAza, 
BOINOLMEENOFO 1 PyCEKOÑ HOME 

Baraxowaa 8 DTNOMIEINIM CBOCTO IPONCIOXASIMA ¡KOHA «BraronemeIno» 12 das 
TOPOKA ABAACTOA TOM NOJA MICASDPOM. HÍYAIO BUIIMATENRAO. NCMOTpOTECA 
D Ke, WTOÓR MOMAMO OÓMINA MIPHBAKOB HANCONOFOBCKOTO CTIMIX, KOTOPEC acero 
Gozualte ÓpOCROTOR E :1A54, OOPCETI B HCl :AEPTEL HCNOBTOPUMOTO 0ÓAaHAg, Astrea, 
SA CTYIAA HO SEMI, CTPEMIICABMO 11 XOTKO TIDUÓMIARETCA E nene Mapu, a 10= 
XOPHO CKAOMACT EPR HUM FONOBY. CROJBRO PAS AYWIIMe Irae macrepa 
OMAN TOY MOMENT, KOTOPEÑÍ TAX TONKO CXBATILI MACTEP 3arOpeKolí Kxoma, Gea 
enautanol sysermremonocra «pa Arvxcauno, Dex mabcsamuoli 1m0marmocra Bor» 
THUNCILIM. Box, "TO MO MOXET ÓMTD BHIPURCIO MN B KCCTAX, HU BO BITIMADA OSOIEX 
ÚIIYP — BOS JTO BMPARENO E ADXINTEKTYPIOM AKKOMIIANCMETE. Dro nONOGNE TeST- 
PaMDIOTO AAA OEM CIOXUO, XATCIMIMO MU MPeKPacHO. Tipuwevaressuo, ro 
MO MOANANACTOA OcHOBNOÑ Tee, JTerkawñ, nor/yumait xamopull man aurenom 19x0> 
Tacr noñIct, cuy ropur y3xullimpoatr oxua, Boscc TRxemañ xanec a: Boromarepbto. 
SOON OxEPTAIIAMS MOBTOPxET Ce MaKonOn, Je apra MeXGIy Quryparar (Kara 
CMPXOCTE) HCOANNANOBON BNICOTEN, GONee CTPOÍIMAA Apra COOTBercrayer Tpetter- 
HOMy aureny, Apyran, Gonee nmporas, — civromennoií Mapu. Bareñmms apxar 
OXTYPuIlaN ON MO OTPANINNBACTCA MOBTOPEHNEM TOTO, WTO IPoNcxozar » Jury 
PAX, ON REBONUT 1 CBOLO CODCTACHNYIO MOTY. SipRo-xpactias Tano (sexy) Han 
Maputell 2aywT IaS7uUutIno, KAK HECTD, COOÓINACMAA ANTEZIOM, OTEBETE Ce 32METHB 
a durypoli Boromarept. Apxo-1OJyÓOÍ PYXAB ANTCA PACIONOREH > neHTpe, Ye- 
TIPO APYTIX CINX nara — no verapo yrzam A0cKu. Mixona «Biarosemenne» — 
TO CAMIICTRCANOS AOIICANIES 0 MIC IPONSBENCINE KAXOrO=TO ÓesHIMaInoro Mactepa, 
Beposruo, cYIICCrBoBaztO €tte MHOACCTDO Apyrux. Kar mu raccubuuponar ero, 
ONO HACTORIKO MEMONTOPIMO M TAK IIDTITOABMO, YTO CTO ASTOPA Cacnosano Ol 
uanemun u nasmaro Macrepom 3aropexoro «Bnaroneuneni, 

wear oponexuli unn PyGnesa — «Cmac», «Anocrog lane, «Apxanren Muxamo» — 
DONNA! KHBOITACIIMI JOCTOMICTBAMU He YCTYNACT ero aHaNenaToÑ ¿Tpowne». Sro 
Jelicramreano mLnaJOLÑcA mamar pyccxolí mromommcn maaza XV pera. 
Bone ncero anuvana npunnexaer x cebe «mex pySnencroro Caca: Óxarocrmoro, 
AOÓPOrO 1 BMESTE € TOM € OTKPEITIIM, IPOIIATERBILAM ITALO, OÓPAIMERIaDA 
K apurremto. TICAxOxOrMA — 3TO MEPBOC, YTO MONKYNIACT COBPeMeNnoro. Spureas. 
E JDEBMCPYECKIX UNONAX, Jl apxasrena Miura COXPARILICA AY APYTNX an 
remoxux amxos PyÓneña, Ero IPONOPIN, TOIXAA OAYXOTBOPEMILOCTA ÓMEKE Bcero 
K JOMOBTOREKHM Kaxomam, Hexapow, no comerenseray Mocna Boxonxoro, Py6- 
JOB HACI WAPA Ha JIPEBINe HKONA, HO MONITOR HA IX, 2 MPHCTAZIBNO H Camo= 
ascuno x pasrianas, Co cuocií cue otcio IIOTCKO KpaCoTOoÍ, c HEYTONEI= 
HON UROÍ B MWALIHNEAK FTISAX, CO CKOPÓNO APOFIYBIIAMH Óporanan «BoroMaTepE 
aru MipcKam» ele OAMI K MOM ARTIMMOCTA, DTO “ENOBCK, KOTOPOMY BEHOM 
auerienell magoc. B aurensoxom ¿Ke PyGncBa 1ce «CIIIIKOM NENOBREHCKOS), HMIOT= 
KOS, 3EMNOS OTIANACT, Kar nenyxnas oGosouKa. Mía nus TonbrO «nIecnoxes n0- 
AO», ÓNCIMYIO Teto, BMECTE MH ÚS X HET CYUNOCTA YENOBEMECKOTO, 
XK CTO ÓJMDOCTI K GOXECTAY, KaK IParar1o nO TOA FOBOPITE, ME BETYRACH 8 Ty 
ebepy, re ne moxer ObIrt Hu ropecrel, Hu Panocreñ, 1 CrOpÓl, Hu ymÓxa, Ye 
ce TEpACT IpyOy1O TeJeCHyIO OCñaaeMocTi 

Zas cosas noxoÓNoro obpasa TpeGomanca orpowilinommex npamernemax cu. 
Choeli nyxomocrito pynenceni aurea Gyner nceraa Doxuomara moneñ. Ho ue 
CACAYET AGUA 3 XYAOACCTICIMOTO MOMERTA, OCOÓOTO BÚNEHMA, HOPMEL BMpa= 
rca, Mepra1 IA AMIGA NCPCARINS TAX TONKO 1 AEFKO, TOMO OJO IPONAPaIanA 
HA ROCKZ, CBSTOTENEBME KONTPACTIA MCU, OCTACTCA OGUIÍ 3ONOTUCTAÍ TOM, 
BOXDTNCTOCTA CTAMOBHTCA DAPAEHNCM HESEMNON JOÓPOTAL H 2RCKI. B veprax mana. 
cra ca04 3aKonomepuocrÍ. Hoc nonoben Tonxomy crnony xepena, Gpomu cancmor 
HO CTOPONAM OT Mero, Kar nemmu, Jlyru Gpocil NOBTOPRIOTCA 1 KyApax BONOS. 
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Gleb's sword plays the same role as the cross in his elder borther's hand. The fact that 
no ground is shown beneath their feet gives the figures lightness and spirituality, so 
distinguishing them from warrior saints painted in the pre-Mongol period. Atthe same 
time the two figures are very stable, balanced and the spaces between their bodies 
are in proportion; they are set beautifully in the rectangle of the panel. By virtue of 
cross coloring, the hues of the cloaks and kaftans are not so much qualities of objects 
they represent as compositional elements of the icon. 

These features of the icon are in keeping with the characterisations of Boris and Gleb. 
They are not so much warrior princes or martyrs as examples of moral staunchness 
and spiritual nobility. The two figures comprise an integral whole, thus anticipating 
the three angels in Rublev's Old Testament Trinity. When one recalls that contemporary 
representations of the holy warriors in Constantinople, in the mosaics of Kahrié Cami, 
are depicted as effeminate fops, the loftiness of the moral ideal embodied in the Russian 
icon is especially striking. 

The icon of the Annunciation from Zagorsk, mysterious as far as its origin is concerned, 
is also a true masterpiece. One must look very attentively at it to perceive, in addition 
to the common characteristics of the Paleologue style, features of inimitable charm. 
The Archangel is seen approaching Mary, swiftly and lightly, hardly touching the 
ground, while Mary inclines her head submissively. How often the Italian masters 
tried to catch this moment, so delicately captured by the painter of the Zagorsk icon— 
without the over-sweet sentimentality of Fra Angelico, the excessive refinement of 
Botticelli. Everything that could not be expressed in gestures, look or the words which 
seem to issue from the figures is expressed in the architectural setting. It is like a back- 
drop in a theatre, and is very complex and beautiful. It, too, is subjugated to the main 
theme. The light, airy ciborium over the angel seems to be rising upwards, and 
is emphasized by the narrow window. The heavier canopy over the Virgin repeats 
the line of her head. Two arches between the figures—a rare flight of daring!—are of 
uneven height: the slimmer arch is in keeping with the tremulous angel, while the 
broader oné accords with the figure of the Virgin. The involved architectural back- 
ground is not limited to a linear repetition of the figures, but has a role of its own to 
play. The bright red cloth (velum) above the Virgin, rings out like a joyous sound, 
a message conveyed by the angel, and its echoes are perceived beyond the figure of 
the Virgin. The bright azure sleeve of the angel can be seen in the centre and four 
other blue patches are distributed over the four corners of the panel. The icon 
is the only surviving work of this unknown master, who evidently painted many more. 
However one classifies the work, it is unique and so significant that its painter deserves 
distincion, and should be known as the Master of the Zagorks Annunciation. 

The Zvenigorod Deesis Range painted by Rublev—the Saviour, the Apostle Paul and 
the Archangel Michael—is on a par with the painter's famous Old Testament Trinity 
from the point of view of aesthetic significance, and is a truly outstanding masterpiece 
of early fifteenth century Russian icon painting. The face of Rublev's Saviour claims 
the greatest attention, with its kindly, pious and at the same time open and penetrating 
gaze, directed straight at the viewer. Their psychological insight is the first thing that 
endears early Russian icons to the modern viewer. The face of the Archangel Michael 
has survived the passage of time better than Rublev's other angels, and its proportions 
and fine spirituality are closer to pre-Mongol canons. It is hardly surprising to learn 
from Joseph Volotsky that Rublev spent hours contemplating ancient icons—he did not 
pray, but looked at and studied them closely with utter absoprtion. With her still very 
earthly beauty, the unappeasable longing in her dolorous look and the,anguished line 
of her eyebrows, the Virgin of Vladimir is still very close to late antiquity; she isa human 
being who has experienced what the ancient Greeks called pathos. In Rublev's Archan- 
gel Michael everything that is “too human”, too carnal and earthy falls away, is shed 
as superfluous. One sees only the “dissimilar similarity”, a pale shadow, and at the 
same time one is closer here to the true essence of human nature, to its “nearness to 
the divine”. The viewer enters a sphere where there is no grief or joy, no sorrows or 
smiles, where everything sheds its crude carnal tangibility. 
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BaxpyracInocTa Ko1Typo» cranomurcs xeltrmoranom. Bee 910 He BHIcTaÑJeno Ha 
OKAS, HO ¡MAIS NERO MaMCICHO, HYKHO BHANEYTS D KAXIYIO MEPTY ¡TANA, "TOO 
úNEITATE AYUICBIYIO KPACOTY, KOTOPaR TATOA 3a Hero. 

«Tporia» PyÓnesa — 970 3ACIYXeHMO CAMOS HIBCCTNOS NPONIBEAEIME PyECKOM Hxo= 
HOMMCH. ÁNECb HET BOIMOXHOCTH BXOMAT» B NOPOÓNOS ee pacemorpeme. Boro 
coman Pyónena » nabos "nerolt Qopme BLIADIOCS AOCTOMNCTEO APEBNIEpyc> 
exofí Hxonomoi punocodperan rayÓnea, permrno3naz ocuoma, cumBomectori Xa= 
PAKTep OÓpa3oB 1 COBCPUICHCTEO 18 MHOFOSHANHOCTE KBOMICHON (jOpMax, KOMMOIE= 
UIA, pra K Kora. Kome4No, cMBICI €e He MOXET ÓbITD CBCNEN KC TOMY, *ETO OA. 
aer GesyImpeslo OPTOROKCAMbMEIÑ oTuer na BOnpoc o cyImmocra Tpowmns, o xoTo- 
PO uLnH NOPAL MEXAY OpUna noi nepxomb1o 1 eperaamu, Dex. aormar Gba 
Ycranonaen cule OTHAMI HSPRaM, K MCMY XYAOXUNK iS COSMPasICA muero npuGan- 
Zar, McomorpaguricoKan IpoÓsieMa — KaKOe 20 TpOHBI 0aHAg9eT Ras 10 
TPEX QUIYP — RBIACTCA AALNEKO He KIONCBOÍ X HOKMMAEILO STOTO MNEAEBPA, Branco, 
sanava PyÓneDa ÓbIA Me 1 BABE PASAMWMÍÍ MEXAY IMA, 4 1 Y TRAE 
AYXOBHOTO CAIMNCTBA, NCPAVIEDHOCTA — ITOFO He YNABANOCA AOCTUTHY Tk wn OmnOMy 
PCJUINCCTECUHAKY XYJOXINXA TAL, KaK YANOCE EMY. 

Moran nce elle CYITASTCA, WO METI CO3R TEAM ¿Tpoms» Osuna cpene= 
bexombe Gorocnoms, PyÓnes cero ¡MID nCnOzmMTENE, MEXAY TEM B00ÓpaLxeme 
XVAOXHNKA HAPICOBAJO CMY TDI IMICHATERBUO-TIPEKPACHEX (prryper 30 Tpantesoi. 
Barom CHMOIYME, 8 APyReCROÑ Óccoxe KaxAas HO (Duryp no-cBOCMY MpeKpacira, 
ONYXOTBOPEIMIA: Kpacumw TOHKUE pyxw, ocoSeno kucri mpanoro anrera, b koTopol 
OH AEPRINT MOCOX, CKAONCIMIMS KYAPaBIS TONO, DUPaXCINC MOÓDI Hi samo= 
MONMMAMX 1 MAX. Br 91A CONOXYIMOCTD (DOPM  HPLAMCTOS CICIAANIBALTES E TAp= 
MONMYSCKOG, HOAEIIMMOS NIEJOC, OOPuYET MOAOÓNO BCHIKA, BIINCAIBACTEA 8 KPyT (nt 
D BOCEMUYTO.DHNK), OÓJICKACICA 3 PHTM MY2IKAzIBNEX MOBTODOB. B 3TOM IPHMOA, 
OYTIH OOÍDASMOM YTAIBIBACTCA KaK eTO BHCIIÍ CMBICA 3AKONOMEPHOCTE MIPOBOrO- 
HOPANKA, KOTOPAN KAXETOH HANISICUIEÍ AOCTYMAOÍ HNODEKY MYAPOCTIO: Tpoe KK: 
OmuIH — MPO0Ópas, MONeI yerpoera mepa. Bosmoxno, n cñocm oÓpasom Men 
own PYÓACE MOJIBIOBANOA CTUPHIABMA OOLLCPANATENM OÓOMANCIRMA OTE 
MbIX IIPCAMETOR: KPLUIDA — NIOJCT, VAIA — FOPBKAA CY/BÓ2, TOPA — BOCKOXAEIme 
ZyXa, KPeDO — APeBO KUBAN, naar — ¡OMOCTpowremerao. Ho permarorm 
ABAJTOA TO, HTO BCE IT MOTNBH, IUNOCTPMDYA BETO UOH APEBMONO ereIIAy, 
BhNAAAT He KAK OTBNICUCHNME ALIETOPMA, MMOIOUIO BO xs10%, Dim cra 
BAIOTOA B MEWTO HBOS, MOCTANCHA B TAXMC MIANMOOTROLICHNA, TAR BINCHIBALOTCA 
D AADOMICAYAO TKAHD (OCOÓCHNO HANA, HOBTOPCHKAR B METCPRATAX (ATYD), STO Ym 
"ENOBEKA 1 CAMOM COICPHANI BCCTO NPCACTABNCHHOLO NCNIBITEBAST OCOÑCHIYIO OT» 
PAY, COXMADAR, HTO OT HACTHOTO OH BOCKOJHT E OÚILIOMY, X OÓMEIEAONEACEKOM), 
IDMÓMIEKACTCA K NOCTIDKCINO MIC STHX MPeIMeros, He TepAA 13 BUNA MpenscTI 
KPACOTALTOFO, WTO OI BIgger, 

pes MnorowcuciIerx sxom na Temy uyae Paopa u JIabpa HOBrOpOneKáa HxOHa. 
13 coGpamma M. C, Ocrpoyxosa nOmAñA ÓbtTO mpHanana camol conepuemnol. Sa= 
"CIO TOTO TOOPEHILA ÓC3MANIHOFO HOBTOPONCSOFO MACTEPA. MEL OICIIM: AYAII 
BCETO, CPADMNBAR ErO O GozIee PABHHNI, 10 BCHKOM CAYUAC, Gone apra 
HKONAMH. B MIX JACTEH BCETO JUL CONOCTADSIMO PRAMUAMAX IMISOROS 1 EU 
CaRTHx, MOKponuTexCÍÍ xoneÍ, pa A0BOIBRO ¿CHCKYEMOM mmomcra. B-o0cTpo= 
yYsoneKoÑÍ HKoHc nee IpnoGpeno XAPaKTEp CIPOÍÍNOTO IINOrO, ITO MALCHBRAR MO= 
Aeno mnpa. Ec yneNunBacT MOryuaa Kpaunaraa durypa apxanrena Muxanna, mepen 
XOTOPHM MpexcTaTe/botayior, Xax 1 JeHeyce, moxpomureza soci Daop 1 Jiamp; 
PHIMY — ÓLITORAR MOBCCAMEMNOCTE: TAÓYIE Y nOnonOa 1 xomenoma, Tlocepemne 
A KOHA, KK ÓbI OIAWRIOULNS MTSALIDHLAX XONCÍ, HUICIO KOWA, ÓOCBIE) OCCAUIAIMBE 
KOH, FOTORHIE XK TOMY, WrOÓ2N Ha mx cesta pom. HeoCbKIOBeHNO Kpacisax no. 
PaCIOJIOXCINMO (pATYP CUEHA MOKPOBHTNECTBA IIPCBPauIBSTCA 1 CEOCOÓpasIÍyIo 39M 
Onemy. UroÓH eme Bue OucmTo COBEPLICHCTBO ITOTO HNEJEBPa, AYIHO Cpar 
HuTs ero € Gone 1O%/IHEÍ PeILaKol, DranonsoRnolí Fxe=rO 1 MPOBHIIDM XpecTaan> 
KIM MACTEPOM CEBEpHOÍí MIKO. B ueli-re xo nepconaxax, no yrpauena Goxrecraen 
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An enormous upsurge of moral power was needed to create such an image. Rublev's 
Archangel will always be profoundly stirring in its spiritual force, but this should not 
lead one to forget the artistic aspect of the painting, the artist's special vision and 
form of expression. The Archangel's features are portrayed so delicately and lightly, 
as ifincised on the board; contrasts of light and shade disappear, and a general golden, 
all-pervasive hue remains, the golden glow becoming the expression of heavenly beati- 
tude and sweetness. The features of the Archangel have a logic of their own. The nose 
is like a slim tree trunk, with the eyebrows curving on both sides like the branches 
of a tree. The arcs of the eyebrows are echoed in the wavy hair and the rounded outlines 
become a kind of refrain running throughout the icon. Yet this is not done demonstra- 
tively, it is only hinted at. A keen study must be made of every feature to appreciate 
the spiritual beauty inherent in this icon. 

Rublev's Old Testament Trinity is deservedly the best-known work of Russian icon 
painting. It cannot be considered at length here. Rublev's painting displays in the 
purest form the finer points of early Russian icon painting: philosophical profundity, 
the religious basis, the symbolic character of images, the skill, and deep meaningfulness 
of pictorial form, composition, rhythm, and colour. It goes without saying that ¡ts 
significance is not merely that it supplies an irreproachably Orthodox answer to the 
question of the nature of the Old Testament Trinity, over which heated controversy 
raged between the official Church and the heretics. After all, the dogma had been laid 
down by the Church Fathers, and the artist had no intention of adding anything to it. 
The iconographical problem—which aspect of the Trinity was expressed by each of the 
three figures—is far from being the key one for an understanding of this masterpiece. 
Apparently Rublev's aim was not to show the difference between them but on the 
contrary to demonstrate their spiritual unity and indivisibility—a point which none 
of Rublev's predecessors was able to achieve to such a degree. 

It is still considered by many that the true creators of the Old Testament Trinity were 
medieval theologians, and that the artist's part was limited to carrying out their 
conceptions. Yet the artist's imagination prompted him to paint the three enchantingly 
beautiful figures seated for a meal round a table with a bowl on it. In this symposium, 
this friendly exchange, each figure is wonderful and spiritual in its own way; the slim 
hands are beautiful, especially that of the right-hand angel in which it holds its staff; 
the inclined curly heads, the expression of love and mutual understanding on the 
angels” faces. The totality is a harmonious, integral whole, the similitude of a wreath, 
set within a circle (or perhaps an octagon), it acquires the rhythmic form of musical 
refrain. In this visual, almost tangible form one divines its higher meaning—the logic 
of the universe, which seems the highest wisdom attainable by man: the three in one— 
the prototype, the model of the world. Perhaps in his imagery Rublev employed the 
ancient well-known meanings of symbols of the objects: the wing to denote flight, 
the bowl as representing bitter fate, the mountain as spiritual ascension, the tree as the 
Tree of Life, and architectural details as home building. But the decisive fact is that 
these motifs illustrating the ancient legend in his icon are not like abstract allegories 
requiring a key to their understanding. They make up something integral, they are 
seen in such juxtaposition and inter-relations as to be part of a pictorial fabric (espe- 
cially the bowl, the configurations of which are echoed by the space between the 
figures) in such a way that one's mind derives special pleasure in the very contemplation 
of it all, realising that here is an ascent from the particular to the general, to someting 
that is significant to all mankind; that one comes close to a perception of the ideas 
behind these objects without at the same time losing the beauty, the charm of everything 
around. 

Among the numerous icons on the subject of SS Florus and Laurus, the Novgorodian 
icon from the collection of 1.S. Ostroukhov must be recognised as the finest. The sig- 
nificance of this work by an anonymous Novgorodian master can be better perceived 
through a comparison with some earlier icons, or at any rate icons with more archaic 
features. They simply record various episodes from the lives of these saints, who are 
the patron saints of horses, while the execution is rather poor. In the Ostroukhov icon 
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Max MPA: JOMIANKH PASÓOAAMMCS, (DALI PXH PACCEA/INCE, BONCPIYTH KpbumA ap> 
XANTENA NALOT CNY ÓoItbIIO CDI, MO OTAEIMOT ECO OT MONEÁ — 1H ena su 10 nee 
ONAPOBARNC MICACBPA HCHESO, BAeCE- HAFAHJNO BUZUIO: HCKYCOTBO: HOBTOPOACKOFO 
MacTepa Gone NCero MPOSBAIOCE E TOM, WTO OrIMinaer muenenp OT ero mosaueike 
mero Mopar. 

Ocrpoyxoxexos «Tlonoxenue no rpoG sacayxemo noJoyerca muponoli cuamoli, 
XOTA NláM 10 CIX NOD HENSBCCTHO HN HA CTO COJAATEZS, HH ION, 1E3 KOTOPOÍ Ohio 
amzxo, Mkonorpadwnicexne pozos 3rofi won uanecTii, Ho TOAKO 1 970M 
coxnaNAn OÓpas MpIobpes rayGoxui cmMsica 14 OTAMICa 1 Coneptennyio Hopmy, 07 
KOTOPOÍ HANero Hex5:19 OTHATR HL X KOTOPOÑ Iuero Hentas mpubamure. HeGombina 
aora ma ty xe Tomy 1488 rota (TpeTbAKOBCKAN TAJCPCA) BATA MC TO KK nep 
sal nCCOMEPuLeINE HUÓPOCOK, Htc TO KUK HEYRAIOIA Pensutxa oÓIEro OPuriIaza. 
Ona neperpyxena Qurypan, xpecr tsxeno sanoner «om. Ocrpoyxoserlí macrep. 
MEpecosMaeT TPaJUIGOMMEÍ rin, Kemunta 1 apxO-XPACIiOM IIA BEIPODKGET COL 
TODO BLCOKO BCKUNYTRIMN PYKAMM. Dro 1 naa nO. yMepmemy ue TOpxecracimsí 
bpaz, Meploe ncerme exnomentax m crostugex duryp. Beramyrue pyxu mupaxasor 
TOC, It BMECTE TEM ITO —3ARAATAS, PrrEyamenoli acer. B Kon 1 AOCTAX 1 b OCALIKe 
TONKO OXAPAXTePISOBAN KOXIDAÍ yuactu cueros, Onompemenno 808 onu nox> 
*IIMIOTEZ, XAK JAKONY, MEPHOMY ETporomy purmy. Hioxa aunepaana 1 Tensa 
TOMAX, 8 OTTEHKAX KOPIMHEBOTO N1 Opartirenoro, Brapiimaerea TozHKo ÓenocHeias 
CNExEIYTAR MYMIS — G3AINANTS TOO YEPIIRTO, — A TAJOXO KEFILNENA CO ACKINY= 
TEM PYKaMI 3 ILIAMENNO-KPACHOM INIA. B KOISTEKCTO BECTO MPONSECACR KParK 
CTANOBTCK HOCHTEIAMIH JYXOBNOTO BINPEOKctnna, Topr 18 (bone rpynmia noRTopaior 
ONCPTANM BCKUNYTAIX PYK JKCHUNIN, JE BMECTO C TEM OI CÓCTALOT BE, MPaBAO> 
KALOT DIDIMANE K TOMY, HTO TBOPwTA Ha 3cmac, «Tlonoxeme po rpoG» a xy20= 
KECTRCIMOM OTHOMEINN HPEBOCXO/MT NPyYNO KRONE, KOTOPIE MOTTA MPunasUIOs 
KATIK TOMY Ke IPaO MOM PAY. 

Jamcrarcapmel muejemp. Juomncna — noc orpomiie aurmifime omar: «Merp. 
Murponoar» 1 «Asexcuh Murponozurr», Hikona Astexcua ocoDeKtno conepuuenta, 
Ha mepatai 2312142 8 9THX HKOHAX B QUIYPAX MITPONOJITOS NPCOÓAALALOT BEIMANE, 
TOPRECTCINOCTA, HADAAMOCTE, AB KATHÑNAX INCIÍMAX — NOBCCTBOBAFONDIOCT. 
BOSIINKNOBCHMS ITUX UOH, IPEDIHANEIIX ANA CTOMIIONO KAYEADARBNOLO 0O= 
Opa, CTOIT D COIE C IAAANAM IPOCAADACIDA 11 BOIIOIITCIDIR D LO OATES 
> uepromux acgrenelt acero MOCKONCKOrO Kxxecrea. Ho 310 TOXBRO UCIANAS, 
Odwnmambuan CTOPOA 3AMBICIA, MIMESTOA M APYTOS: MPABCTECHNOS BEIMAME OÓDA= 
205, HHOTAR NOSINA KPACOK M (OPM. BzATOJAPa 9TOMY SAKA8MOC, OÓUIIABNOS MPo= 
M3BCACUME CTANOBITES MENEBDOM, 

uta Hs CyUNecTaennBIX Mepr 1O0TUxM JuOnMoHA 1 STO 1IKONM 1AMOMIETOR 1 par 
AUIKOÍÍ AÑ. HTIAPODKE IIIEMENTOD W0OGPaxKSIA, B CPEINIKE MINO CDATOFO OXYrANO. 
HOAYTCMbIO, MOWTH CKPHITO, MONPYXENO D> COCPUANNE, NAOÓOPOT, B OAEKAL 1OJ= 
vepruyra aparoueumas napua, Gemlí OMOQOp € “eplibiMa Kpecram Buaronapa 
3TOMY ÓUTYPA CTAMOMIETCA COCPENOTONEHHOÍ, OAYXOTBODEINOÁ, CO CAATOTO KaK: Óbt 
CITaJBNOr AParonentae pue u OÓnaxacTos ero AyXxomias cyInuocre (Hero 1nonoÓno*: 
pacexasy Mexona «Apruepelb», re 22 06pa3OM IIEPKOBHoro Hepapxa nporasaumaer 
oÓpas 20Óporo, 1ecuactuoro MesoBeKa). 

B rnciie «Hepenara uno!» CBAIICHNAK $ Genio prae nOxBnATOA Ha (pone Geno= 
CHEANOTO xpana. Bexmsna — 9TO IPUIHK MICAJBHON HNCTOTEL 1 UCNIOMYAPIA. 
B Gombuiuncrae kmelin TOABKO HEPIBIE MIPOCNAL AEPEÍ u TEMA MaITMA Álex 
COXPalmor Inpenuermll XOparTep, OCIACMOCTA. ChiaBa MITPONOJIATA, ero TOp= 
KCCTICNNAN OCANIKA — ITO BIAParxHHo Cro Ipancanocta. Ero MHOFOTPyaNtas, Oz 
IOKHAUECKA AUS OPASYET KPACOUIÍ BEHOK BOXPYT ero QULYPpEL 

B «Pacnaram» HuoKmenA TPAJIImIONAaA HKOHOTPAÍMA NOLIBCPTAYTA XI ZOXSCTBCH= 
HOMY HePETOIKOBANIO, DiIeMENTA TOJTODOKON ADAM MDACYTCTBYIOT, O ee OCTPOTA. 
ax Gun cura cunoto ueryceraa, Pacngrsi Xpueros — aro Tpuymbarop, napa 
mo n0Ó0, mpocrepumil JuLame max mMIpom, roTODÑÍ ero oÓuRTD. Duryp mpero 
CTOMIIMX, xerxme ue crpolíume, cayxar omopoÑt um oÓpamacmuen. KCax Xpueroc, 
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everything acquires the character of an integral whole—it is the world in miniature. 
The icon is crowned by the mighty winged figure of the Archangel Michael, before 
whom the patron saints of horses are interceding as in the Deesis; in the lower part of 
the icon we see herds of horses by the water with their grooms—scenes from everyday 
life. Between the two ranges are two horses, apparently signifying idealised horses, the 
idea of a horse—two steeds, saddled and ready to be mounted by their warrior riders. 
This scene of patronage with the remarkably beautiful disposition of its figures, becomes 
a kind of emblem. For a fuller appreciation of its perfection, this masterpiece should 
be compared with a later copy of theicon, painted in some province by a peasant crafts- 
man of the Northern school. The provincial icon has the same personages, but the 
marvellous balance is broken, and the horses are scattered far and wide, the figures 
dispersed, and the angular raised wings of the Archangel, while giving an impression 
of greater power, separate him from the people; in fact almost all the charm of the 
Ostroukhov masterpiece is lost. This is a clear demonstration of the fact that the art 
of the Novgorodian master is above all displayed in the features which differentiate 
the masterpiece from the later copy. 

The Ostroukhov Entombment deservedly enjoys world renown, though we still do not 
know either the name of the painter or the school it hails from. We know the icono- 
graphic prototype of the icon, but only in this painting does the image acquire a pro- 
found meaning and perfection of form to which nothing can be added, from which noth- 
ing can be taken away. The small 1488 icon (Tretyakov Gallery) on the same theme 
looks like either a preliminary imperfect sketch or a clumsy copy of a common original. 
It is overloaded with figures, and the cross fills the background weightily. The Ostro- 
ukhov artist gives the traditional type a new interpretation. The woman in a bright red 
cloak expresses her grief by throwing up her arms. The scene is both a lament for the 
departed and a solemn rite, a succession of stately figures, bowed and upright. Upraised 
arms express grief and at the same time an oath, a ritual gesture. Every participant 
in the scene is finely characterised by gesture and posture, and at the same time they 
are all obedient to the austere, measured rhythm as if to a law. The icon keeps to warm 
tones—brown and orange hues. The only accents are the snow-white winding sheet 
on the body of the dead Christ, and the flame-red cloak of the woman with upraised 
arms. Within the context of the whole work the colours are the vehicle of spiritual 
expression. The hills in the background behind the group repeat the outlines of the 
woman's upraised arms, and at the same time there is a downward movement to draw 
our attention to what is taking place on earth. The Entombment is superior, artistically, 
to other icons which might also belong to the same Church Feasts Range. 

The two large icons, Sí Peter, Metropolitan of Moscow and St Alexius, Metropolitan of 
Moscow, are masterpieces by Dionysius. The icon of St Alexius is of especial worth. At 
first glance the figures of the Metropolitans in these icons seem to express only majesty, 
grandeur, resplendence, while the border scenes remain strictly narrative. These icons, 
painted for the main cathedral in the country's capital, were commissioned in connec- 
tion with the tasks of glorifying and exalting the Moscow principality in the persons 
of political and Church figures. But this is only the outward, official aspect. There is 
another: the moral majesty of the images, the pure poetry of colour and form. Thanks 
to this a commissioned, official work became a masterpiece. 

One of the most essential features of Dionysius” poetic fabric in this icon is the way 
certain elements are accentuated. In the centre panel the face of the saint is shrouded 
in half-shadow, almost obscured, and is deep in contemplation, while in contrast the 
richness of the robes is stressed—the precious brocade of the robe and the white 
omophorion with a design of black crosses. This gives the figures greater intenseness, 
greater spirituality, and the rich garments seen to fall away from the saint to reveal 
his spiritual nature (rather as in Chekhov's short story The Archbishop, Where, 
beyond the image of the Church hierarch can be perceived the touching figure of a 
kindly, unhappy man). : 
In the border scene, the Presentation of the Icon, the priest, wearing white robes, appears 
against the background of a snow-white church. White stands for ideal purity and 
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OM KEXYTCA He CTOMUMMN, € mApatuunna HO Came 3aMeNATeNIoe TO, YTO Ipo- 
wucxomur wa nee. Kpymuoli expolio qurype Xpuera IpOTHBOCTORT MINIMATIOpIDS 
bnryprm anreno. OHM KOHTPACTOM 1 HKOHY BIOCHICA DMEMSHT IPOCTPAHCTRINOÍ 
Fnyómu. Jierguute 1 neÓs durypxu oÓpazyior noxpyr ronroferoro Jpera nonoue 
úDEHKA, OIM, KAK BOTE, YKPALUAIOT CTO, MAMENALOT HESpuNtÍ XPyE, 1 KoTOpulÍ sa 
romoscna urypa Xpuera. 
Bee ami OCobeHnacTH «PaCnATIiÓ> NOT HCBOIMOXIO NICPCAATE CAOBA, DION CARA. 
Y IOSMMIS TIASOM, MO HMCNHO ST CHBA 3AMCTALE OTRJONCHHA OT KANONA IU 
Amor 1IKONY OIC 13 “CNA BCEX APYTUX PYCCKIX HON Na TY TeMy. Flpu acer 
ALONECTIBOM COÓ MO ACHAI KANOIKA 3 COS-IAH ÍMOMACAS MI ZIMIO AR DICO 
*AÑÍLICTO BXICTA CTO XYZOXCCTBCHMOTO FCH, 
Visora «AOKMICUCA KPeMICKCKOLO MACTEPA — TO BEUIAOLICECH NPONSECACHNC 
KaK HO SAMBICIY, TAK 1 NO ¡MONMCINNO, HA STOT paa nepen, MaCTepor He ÓsLO 
HKO!OTPEQANCCKOrO IPOTO TNA, EMY IPAXONIUIOCS BCE NPUAYMAISATD, CAMONY. Ort 
nan «Bruce cs, Mogan) CIomICTRcHO 8 CnOCM PONS NCO-IKOBAMNC, Dro He: 
Pasccka2 O MPAMNBX HCTITAMUNX HL VKACAN, KOTOPhS AAYT MEsIOBOUSCTRO IIPM KOH 
MPA, 110 CDETAMA MESTA O NACTYHLACIMN NAPCTBA CIIPADEILINDOCIH HL FAPMOMAN 
Bepuerl ayaunm sanera PyÓNeBa, ÓJMAKI 3 CBOEM AIUBOTTICHOM A3HKS-K J]MOIN= 
culo, Kpemitencxud MACTep B CBOCÍ TPANuIMo3MoÍ HROHE O HECKOIMKIEM COTHAMIL 
ÚIIYP IIPOXBILA PEIEYIO: HOÓpeTaTENINOCTE, pasHovÓpasIe. Bec, «ro 0H Mpenera” 
uu, 310 once Me IPOCtON Hepenon Tekcra 9 «opurenunll pa». Dro macross 
 HOXNOBEHNOS TBOPYECTBO, COIMAINE CHOCÍ norciuaia 1 caocro mada o muonAx, 06 
AMEX, O ABIENIN COXECTIA M 0 NCIMTAMASO: HENOBENECKOLO PON, 
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CCOBpeMCHHOMY 4EzIOBCKY NENEKO ARETCA MIOHHMANIC XV IOXECTRCHNOCTH 1 Apemni- 
Pyccxolí mxomonnct. ErO COÓNAMAIOT JAMHMUTEDIAE JETA, TICHXONOTINCCKIHO 
HOTK, ÓlmtSKe erO BRYCAM, KOTOPHE HA CAMOM JELS HOBCE He XAPAKTEPItA ¿UA PYO= 
cxolk sIconommon, a nOpoll AUKO ABAMOTCA IpualtaKa mn co ynazia. Bucrasumaztoc 
MHCHNC, WTO ICTETMICCRMÍ MOMENT 1 HKOIAX MOSMANACT TO.IBKO 1 XVI Hex, TORO. 
1 910 BPEMA GATO ÓbI HKOWA CTALTA PACEMATPHBATECA KA IPOMIDNEHNE HOKYCCTDA: 
Ha camom Hee Bcc HIPONCAO.MAO HAOÓOPOT: XOTA HKOHOMICE JOAFOS BENA EULE 
COXPAIMCT HCDTIL TAR MAIHIBACMOTO AKONOTMNOFO CTHAA, TOWNES, TPUAMOMEYIO 
Manepy munoamenua, n cepezune XVI pera 13 nee HauNnaror MoxesaTo came cyue= 
TRIM IPIEAAXM (UAKONOmMACHOÑ JCTOTIMID. 

Msuas mxouxa «uxara-ponor crporanoncroro mactepa IIpoxomia Unpuna nor 
KYMACT HEKPENMOCTAIO, € KOTOPOÍ. HEPcHaÍa PACTEPRMNOCTE UEzOBKA, MONALLTO 
Boromarepk o nomouu, Ho 310 He CTOBKO AUBOTICHOS TOOPUECTBO, CKOJIBKO CBM= 
ETENACTRO, IDMSIHANNO, Pacekaa. Droli urone ne xmaraer ToÍÍ noxTuueckofi cua, 
koropast npucyina mcone «Teopruii» maana XVI nexa, B erporanoacroÍ ino 
PUCYIOR — 31O BOCIPOMISCHCHHC, KOMIYP, OOpucommsaromult mpermer. Barone 
Havaza XVI BeXa OYCPTAMMa (UIY Par CSAASIBUOTC M3 PAIA MOTALOPuvECKNA YH0= 
0Ónemull. Kosan 38 metan cocramaier meoracmmyio sacro qurypua. Kpacus 
TUTANI PASBEBACTOA, KAK CTA, ON HOBMIIACT CTATHOCTE BONA, OCOÓEINO 10 KONT» 
pacty £ ero nebomuoi ronoe. Pueynor 1 Goxee panneñ uxome — 31o caoGonoe 
—TROPuCCTAO, APAMATIPICCKOS 1SRMMOZElÍCTaNe vepuuex 1 xpactuos maren, oÓnao- 
HUIX CAMOCTOATEJIPNOÑ ASMDIO. TlOTOMY SAC IpueyTETByCr HowTo Gostsuec, ue 
O, 4TO MOKET YBMIeT» 1103 MexoBcKa, Mlepea man omescceui repo, Gorarkpe, 
OT KOTOPOrO MOXHO XHATE CKa30AHOTO NOABUTA. 

B uxomonucn XVI—XVII nexos MPeÑoCcxonHele TPONSRECHAA MOXNO WAaÑTA CKOpeo. 
FAC-AMÓYAD 1 MOI, OMR CTOzme mph mapcxom xnope. Cimox Vinaron 
mOJKyIIAn DuIcoKHx moxpomirenci, ocobemo Avexcea Muxalinomuta, ymepersban 


ES 


156 


159-162 


195 


chastity. In the majority of border scenes only the black doorways and the dark cloak 
of St Alexius retain “thinginess”, tangibility. The fame of the Metropolitan, his majestic 
bearing is an expression of his piety. Border scenes telling the story of his hard ascetic 
life form a colourful wreath around his image. 

In Dionysius” Crucifixion the traditional iconography is given an artistic interpretation. 
The elements of the drama of Golgotha are there, but the drama as such is no more. 
The crucified Christ is a triumphant being, a soaring into the heavens, spreading his 
arms over the world, ready to embrace it. The figures of the interceders are also light 
and slim, serving to support and frame the main representation. Like Christ, the scene 
is soaring rather than standing. But the most remarkable thing is what takes place 
in heaven. Contrasted to the tall, slim figure of Christ are extremely diminutive angels, 
and this contrast introduces the elements of space and depth into the icon. The little 
figures soaring in the sky form something of a garland around the tree of Golgotha; 
they decorate it like flowers, they mark out the invisible circle which contains the figure 
of Christ. 

It is practically impossible to convey these characteristic features of the Crucifixion 
in words; they are hardly perceptible to the eye. Itis, however, these barely discernible 
deviations from the canon that distinguish Dionysius” icon from all other Russian 
icons on the same theme. In addition to pious adherence to the canon, it is clear that 
Dionysius? work is the result of a great upsurge of his artistic genius. 

The Apocalypse of the Kremlin Master is an outstanding work in both conception and 
execution. In this case the painter had no iconographical prototype to follow, and 
everything was left to his own powers of invention. He gave the Revelations of St John 
an interpretation which was unique of its kind. This is not a story of the grim trials 
and horrors with which mankind will be confronted at the end of the world, but 
a glorious dream of the coming of the kingdom of justice and harmony. True to the 
finest behests of Rublev and close in pictorial vocabulary to Dionysius, the Kremlin 
Master displayed in this immense icon with its hundreds of figures a rare inventiveness 
and versatility. What he represents here is not a literal translation of the text into 
“visual range”. Itis a truly inspired creation, the creation of a new legend and a new 
myth, about people, about angels, about the appearance of God and the ordeals of 
mankind. 


vI 


It is not easy for modern man to appreciate the artistic quality of early Russian icon 
painting. He is diverted by entertaining details, psychological accents which are close 
to his tastes but were in fact not at all typical of Russian icon painting, and were in 
some cases indications of its decline. The opinion has been expressed that icons only 
acquired aesthetic worth in the sixteenth century, and that only from that time did 
icons begin to be regarded as works of art. In fact the opposite was the case. Though 
icon painting for a long time preserved features of the “icon-painting style”, or rather 
the traditional manner of execution, by the mid-sixteenth century, the main features 
of “icon-painting aesthetics” had begun to disappear. 

The elegant little icon of St Nicetas the Warrior by the Stroganov painter Procopius 
Chirin, is very appealing with the spontaneity with which it conveys the emotions of 
a man praying to the Virgin in time of trouble. But this is not so much pictorial art as 
a witnessing, an avowal, a narration. The icon lacks the poetic power so characteristic 
of the early sixteenth century icon of St George. In the Stroganov icon the linear 
design is first of all a reproduction, an outline of the theme. In the early sixteenth 
century work the outlines of the figure derive from a number of metaphorical 
allusions. The quiver is an integral part of the saint's figure. The red cloak billows like 
a standard, giving the figure added stateliness, especially in contrast to the dispropor- 
tionately small head. The delineation in the earlier icon is free creation, dramatic 
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1987 orrerriaMon mn ramaxolí sanepoñi miei, Ero «Apxanrez MXana, nomparo- 
UI ALAMOS MP BGCÍ BAPIYOSMOCTA NCHOAMCANY — IIPOIE3RCAEINE M0 XYAOKE= 
197 croemioe, Tipominmamia pabora Toro xe mpemenn sicoma «Apxanrer Munar 
POCHO), NOITANCCKO MILICHNE OFKCHKOrO AUTeIa-METITezS, Óozce Bepra Tpam= 
mus Darcoxoro era. B npotmanoiex soconax XVI—XVIL nexon Gone na 
DONHOTO AYXa, WHKOMOMUCHOTO CTA, MSM 2 PAÑOTAX IPIIABOPIBIA 1 TOMAN 
MACTEPOB, KOTOPHIX COÓMAIILAUN COMHIHTEABILS MPEmMY"HCCTA UPParID. 
B nOSIMIX MAMATIIMNAX APEBNEPYCEROÍ HKOMOMNCH, HECOMHCHO, HAGzMOARETCA MO= 
renettasit ema, a MOSAnCe 1 HACTOAIMÍ YnaJoK. DTOJO He CUEAYET SAMANINBATD, 
HCALON CEAAANBATO KOPENNIME PASAMUAX MEKAY IXOHONCBIO (GOJOTOTO HeKa» 
HOpez ymaJIKa, Msyuerme OI MAMSTIKOR HOYURTENRRO ¿UNA NOCTICIA Car 
MOFO HEHHOrO 8 urONOMCH onoxu paemmera. B XVI—XVII sexax macrepa mo tpe- 
Soano BATE NOAPOzxAzI CTAPHM OÓPAZUAM, 1OBTOPAJIN TPATUEMIONNBL IIXONO= 
Epapaviccxae nepenoxta. Mi suecre Tem 3rO ÓbuanE e GOMBIIS, CM MOBTOPENIA JOE 
pasao, AHBol AyX Tnopuecraa pee Gonce ucuesas, Tenept non He cromo. 
CoJÓCIOmMEA XYNORNUKAMIN, CROMEKO- npou3sodnca peecneran. Texto 1 
"OPOÑ BUPTYOAMA, HO POPMEX OXOCTEHeBALOT, NOITIMCKS BOBNOCTA APEBIIX MACTE= 
POB JCTYIALOT MECTO NEAANTAAECKOÑ TOMOCTA 1 GeSAyuInoÍ HENOnUNTENBROCTA 
Bepnocr MATYPE 1 ACTI COMPONOXAAETOA YTParoli Opratnocra nenoro. Pieyo 
193 10K B GONbUNMICTRE CAYYACE CyOH, »keCTKMÍ, KpacKar TyCIIHC, Hopwa ApaÓnas, me 
THÓKAS, HCPeAKO YTPAMIBACTOR 41 HIAIECTEO U nORBAETOA TpyGocre. Ho rramnoe, 
TO CTOHT 38 BCEMI ITIMH MACTIAMN nepeWetiaN, — Ico1ioncr nce Some Tepaer. 
XaPAETED HCKYCCTBA, CTAMONHTCA (GOrOCAOMEM 1 NPACKA, AMARTATSCKON, 1 
noBaTemboÍ, MnocTparmenof. Moria HKonorpadma. HECTONIAKO SAMBCIODATA, 
"TO Ó€3 KOMMEATAPILA HKOHA KAXCTCA SECOMHCICAMOÍ 
ApconepycoKan HROMOTMR: (GOJOTOTO BeKAD MOAKYIICT TAKOÍÍ AEMOCTIJO CHOErO 
XOLKE, 4TO MORIO NIORYMATE, WTO € COMNTEAM GLI MOBMN NPOCTOAY IEA 
1 Geexurrpocriumn. E nelieranrenbnocru, UKonommc5 — 970 GomnoR, Speos ne- 
XYLCTAO, Ml OEHODE £€ AX FIYÓOKOS HOINMARIE BOLICÍ, BAICOXOS MACTEPETIO. 
Tlopezare 9rO CAOBAMI OVCHb IPYANO, TAK KaK ACE DESPANO 1 HE Hepes OCOÓyIO 
AKOMOMICHYIO: (OPM. DOPMEL HKOMOIECI HEUINCHIHO HMEIOT CROÑ anyrpesinií 
MBICA, B HKOMOMICA BIPAÑOTALIOCS OCOÓOS NOHINMANKO PMEYIRA, KOMIOSIInIA, NPO= 
CTpancrua, pera 1 caera 
PiCYKOX E MXOMAX MEA 2UYMY MEPERATE OUCPTANDIX IIPOXMCTA TAX, YTOGA MOxNO 
ÓbIIO ero yaMaTb. JpeDnepycckne MACICPA BAAEIM ITAM MERICCTBON, 1 ÓO:IbII= 
TDS KOH MbI E OXMOTO HILAAJA YSHaCM MORE, AUBOTHGIX, MEpena, amame, Ho 
TIM ONOMMADATENBIABIMA CMBICIIOM He OrparatniacTea nasmaneme preyuia, Prey= 
HOK Elle MOXET BCKPHTD 3 MPEIMETAX MX POJCTBO APYI € ApyroM. Tpapueckas 
MeTagopa — oÓNuNOS ABeHue PyecKoÑ HKOMONKcA: nO91MuEcKoS ynonoÓ eme ve- 
zloneKa TO Tope, TO Gaume, TO nepeny, TO uBeTsy, To crpolinoñi pase, Ho nomuno 
TOTO PHCYNOK MONEY CINC OÓXAMATE MC HIOÓPAIMICAMON. BAPaStTEBROCTEHO. 
Baaro xora 6 1moGpaxenuo Paeóa p usono XIV nexa Jun napa Jlasuna 5 10% 
45. FOPONOKOM mirome XV nexa. B oxnow cayuac 310 0222 mua, e KoTOporo XaK Gb 
108. CTEKAOT KyApu mon00. B Jpyrow cayrae — ape ayrm (spali xoporsr ae rpañi one), 
CI MUNOTOORA E OÓ pare Aaya mamo 2100. B rason 113 OÓOrX pun” 
POn— pase HOpwa, CMMETPUA, PITA, MporOpamona/mocre, Mara opa 
OcwbIcacua, rex mobpaxena Picóa u Jasiuta, B npamitauylo CTPyKTypy Bmncanor 
“pre MCAOBEACCKOLO JUMA, OGPAS MNOBEKA NPHOOPETACT 2MÓzIEMATIICIÍ CMA. 
$ Kaumucras «BOromaTepo 3HAMCHIS) — DTO MPHMEP. IPEBPaueKna H30Óparxenna 
B 2MÓsCM), OPTAMMICCKIX dOpM » oraevenno-opmamentamnne. Horyburypa Bo- 
TOMATEPI OÚpaayer MOIIUYIO CTYNENNATYLO IMPaMIAY O DAKPYTACIMMNA KPAANOA. 
Bror Temuo-buanemañ CUNYaT 3myanr peibpenom bp 30x0TACTOM CIAYOTE Hoy 
EYPM MANEMIA — MATIEAJOS MeIPARCHNE CFO CHMHOBICÍ JABHCIMOCTH OT MATEpi. 
Boxnerie pyxn Boromarepu, pMecre € xpaem ce MaQopta, OÓpasyior caucaroLyro 
AYTY — TH MCPONACTEA BECOMOCTE IMIOTA MAMMA, B none 1alleno Gesynpemmo. 
BEplOS COOTHOMEHIS MEANY KESTOM PYX, KOTOPhtM BOrOMATepE- OTKpaueaer Taiiny 
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interplay of black and red patches which have a life of their own. That is why the icon 
has something greater than the human eye can see. Here is an epic hero, the valorous 
bogatyr of folklore of whom some immense legendary deed can be expected. 

One can find excellent works in sixteenth-seventeenth century icon painting, most 
ikely in the provinces rather than in the capital at the court. Simon Ushakov appealed 
to his royal patrons, especially Tsar Alexei Mikhailovich, with his moderate eclecticism 
and smooth manner of painting. Despite the virtuoso technique, his Archangel Michael 
is a work of little artistic worth. The Archistrategus Michael icon, a provincial work of 
the same period, is a poetic vision of a fiery avenging angel and is truer to the traditional 
ofty style. Provincial sixteenth-seventeenth century work displays more of a popular 
spirit, of the true icon-painting style, than the works of royal and metropolitan painters 
who were attracted by the doubtful advantages of the fryaz or occidental style. 

Later works of the early Russian icon painting undoubtedly show a gradual deterio- 
ration of standards and later the actual decline of the art. The radical distinctions 
between the icon painting of the Golden Age, and that of the period of decline must not 
be ignored or glossed over. A study of the later works is instructive for an appreciation 
of what were the most valuable qualities of icon painting in its heyday. In the sixteenth- 
seventeenth centuries painters imitated old models at the demand of the authorities, 
and repeated traditional iconographical types. But is was no more than imitation and 
copying. The living, creative spirit gradually disappeared. Now the icons were not so 
much created by painters as produced by craftsmen whose technique was at times 
truly virtuoso. The forms became petrified, the poetic flights of fancy seen in early 
icons were replaced by pedantic precision and uninspired diligence. A faithful likeness 
to nature in all its details was achieved at the expense of the integral whole. Draughts- 
manship in the majority of cases became cold and hard, and colours grew dull, form 
became flaccid, flexible, and often finesse was lost and crudeness emerged. But the main 
thing was that behind these changes icon painting as a whole began increasingly to lose 
its character as a great art and became “theology in colour”, didactic, narrative and 
illustrative. At times the iconography became so involved that without a special 
commentary icons seemed to have no meaning. 

Early Russian icon painting of the Golden Age appealed with such clarity of language 
that one would think its creators were straightforward, simple-hearted people. In fact 
icon painting is a great, mature art, based on a profound understanding and great 
artistry. It is very difficult to relay it in words, because everything in it is expressed 
through specific icon-painting form. The forms of icon painting invariably have a spe- 
cific inner meaning. A special understanding of linear design, composition, space, 
colour and light was evolved. 

The purpose of linear design in icons was to convey the outlines of an object in such 
a way that it could be recognised. The old Russian painters possessed that art, and in 
the majority of icons people, animals, trees and buildings are immediately recognizable. 
But this was not all. The linear design could also help to reveal in the objects their 
connection with one another. The graphic metaphor is a common phenomenon in 
Russian icon painting; itis a poetic likening of man to a hill, a tower, a tree, or perhaps 
to a flower or a slim vase. But apart from this, the delineation may also be pictorially 
effective. One example is the representation of St Gleb in a fourteenth century icon, 
or King David in the fifteenth century Novgorodian icon. In the first case it is the oval 
of the face with wavy hair apparently cascading down on either side. In the other case 
it is the two curved lines (the outline of the crown and the edge of the cloak), and 
between them the head framed by two swathes of hair. Each of these examples has 
correct form, symmetry, rhythm, and harmonic proportions. But these forms are also 
highly meaningful as representations of Gleb and David. The features of the human 
face are placed within the correct structure. Images of men acquire the character of an 
emblem. 

The Virgin of the Sign from Kashin is an example of a representation becoming 
an emblem, of organic forms being transformed into the abstract-ornamental. The half- 
length figure of the Virgin forms a monumental stepped pyramid with rounded edges. 
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CUOCTO NTEPMNCTRA, 1 DÓPaTMIIN UEITPOSTPOMITORBIALAM BIRCAMEN  KPaCIsIx 
XCPYMIMOD, JISTAMUX x ci, B-oGpaso Boromatcpm, cxu0ab Ep1tA Ce HNOBENECKOFO 
OJATOPOACIBA M KPACOTI, KAK IUINCTANICKAS METACPODa, MPOAWABACT YIIOAOÓnE> 
HE CO PACIYCKANOIIEMYCA Y HAC Ka FASAX JUUNOBUNIOMY. UBETRY. Abe mecro= 
KPDLIDIDI BU3RBALOT 1 MAMSTH OÓPEIL AByx ÓyToMOR. 

Hepento CAHTAIOT MANÓONEE XAPARTEPLAM MPI3NaROM HIKOUBL YCAOSHOcmMA usobpar 
era, HO, CYINIHOCTH, DOAKOS HCRYCCTIO YCLOBHO —1 APODMPygcKoc HHEKYCCTBO. 
HOBOrO Mpexeim, Tombro XApaKtep YCHOBHOCTH E IPEBnEpyecKod HxOHOmICI NO, 
OM 3 KIBOIMICI APYTUX 91OX. [LAA TOO TOGLA OU RACHA CeÓe OCOÑCAROCTA ARA. 
APeBIIEPyCCKOÑ HKOHOMICH, IYAHO IOMMNTE, YTO EABA ML HE KIDS: 130 paDIeNue 
HNEO SIRIVCNNE DMÓACAGL. DTO He TOMKO BOCNPOWiRcAEIHE ACTHOFO IPenMera, 
CODINA, NO 1 PACKPEITAE TO BOSOGLISTO CMLACAR M, COOTESTOTBCHNO TOMY, BEUnE= 
CINE ANONCITOD, KOTOPHIC DAX ANA MOMAMANNA ITOFO. SCEOÓMETO CMA. 
pasa, 

B11xonax XVI nexa Gonbllic XAPaKTEpa, NICIXO:IOFIA, 110 9MÓNEMATANKOCTE nCrexaer. 
B apeaticpyccroÑ HKONOMICH KOITYD He TOBXO ADAMETOA TParmmueñ Mpenweron, no 
 OÓxIACT CIIOCOÓNOCTAO MIEPEsIAnaTS 4X BnyTPEMune Cuna, nneoxcne. BnaroJapa. 
MUCÍMMOMY perry caoIx. owepramali aurerx p «Pacnarmo» ¡Inomucre tax mamo. 
HALDYT 10 BOIYNY: B nOMIMANIN aun PyoCKe NACTEPA CONPUEACALOTCA € TONI 
*CCKIUMA, OIHACTA € BOTTAMEIIM. HO 1 HKONOIUCH NIP BCTPeYCTEA RONTYPOS. Gecno= 
KOÑNDAX, ICTANCTE, BOJHNCTRIX M 32NY TANDA. JIpentiepyCoKHs AY nOxcIIKI ETE 
a TM, v1OÓN ROMTYPH He pasOusam «Gomuoi opus». Mpexpacme npumepes 
Tomy — nor «Feoprul neto u «<begop Crpariarozxuruen». Meme exar 
OAEKAM 11 YSOPIA MA NATAX COPIA, FUYTA4 PyKa PEAOPa, COOTRCTETANIOMLAN KPyr= 
OMY MO8Y, HO PazÓMBAJOT UELBHOCEA OÓOIX CHLYITON. 

KONnOXNIHA — CILIDHAA CTOPOBA APeBnrepyccKuX 1xol. Paxon e Hronane rapranar 
HOBOTO BPCMCHM HCIIÓCAMO IIPOMIPHBAJOT: B> HIX M2 TAX OTHCTIMBO BEPaxeno. 
nOCTpOcHe HENOTO. JLIA TOTO WTOÓH OMCHATR OTACALNYIO HONY,. NEOÓXOzIMO. 
BIIXUYTE 8 OÓLII IKOHONMEHAS SaKO1 nOCTpOCIMA, Epa am Me axian nora 
MBONILTCA KAK MOROÓNE MAPA, 1, COOTBCTCTBCHNO I1OMJ, B HeÍÍ BCErAA NIPMYTETEYET 
een 00b. B ncil TAKxe CONEPKATCA 2LNCMENTAL TPMIITHXA, $ NOTOM) 110 CrOpo= 
Ha OT 00M CCT GNOME KphuIGa, Crmopku. B ce nepxueli uacri Bicuren 1e6o, 
BCIE APYCEX ÓLITIR, 2 BEY OÓMUIO OÓOOMAMCHA CMA, MIOILMb, le HOKOTODAN 
CAYUAAX MOI MÍA — MPeucniO 39, OcnIOBONONOXNAR CTPYATIPA HKOIA, IADNCIDAO | 
OT CIOXETA, BIMACT HA KOMIIOMUMIO, ÓYaET ¿1 TO POXASCTBO, NAM pactarne, Kpe= 
rreuns Hum HOKpOB, 

Paxom e TPeX*IennolÍ CIPyKTyPOÑ € nOAUEpKuyTONÍ cpeauei ocbio cy1necTayer eme 
ADYXIACTIAA, B KOTOPOÑÍ CPEJUIAA OCb MMECT BCETO AMI PA2AETENAÁ XAPAXTED. 
B TAKINX CYK ITYPIX 3ANHMALOT MECTO BOXPYT HYCTOFO IPOcTpanicraa, 1 kom 
HOT COXPaNSCTEA CUMMETPAA, 1 HOPMATIAA U CMEENODAR, CoÓmOxcIme 1o- 
CTOXIMLX CIPYXTyD 10 HCKMOA:IO OTEryascrui, Ho 1 TOA OCHOBONONOK1AA CXO= 
Ma He Epa smc, Ola KAK Ob MANOMINAA O TOM, YTO 8 MUPe JOTA ÚLTI 
COÚMIOAI MOPAJOX, ILOKOIÍ, TO KAANOS AMAS nbDbIBACT NporIRoselicrane. 
Parmmesnse. OPM KOMIOIMIN OTBCHALIA MO TONIBRO PASMEnIBIN HOTPEÓNOCTAM 
sryca. Kaxma diopma 9 urone ncerna ssrmouaer 1 cede cnoií csmuen, Honropon- 
Ka mona «lloxpom» 1 MOCKONCKAA 110 OTCTYNALOT OT OSMELO MIKONOrpagusccKoro. 
mana. Ho komno3mbNOIEno OS mona pasas. B 1osropoJeKoli Hxone ace noe 
PUSÓNTO Ma KIAADaT M IPAMOYTOIAMKI Bana ruca ur ypis Boromarepu 
K connereneÑ ce “yIIeCHOTO AMAIA B OCA CHHOM BparamH Laporpaze. Xapal- 
TCP, WTO AAC NCPKOBHLIE EIABM NOCTABCHS TAX, ÓYITO DTO NTE CAMOCTOSTON= 
max mepxneñl. B mocronckol uxowe «FIoxpona», nocxozaueil x Gonee apenneny" 
CY3TAMEROMY IPOTOTAY, Mt BOrOMATEPA 11 CRILACTCA COCTAMINOT 1IEAYIO TPYTIY, 
OÓPa3yiOT MOJYXPy1, KOTOPEÍ Ha MEE VAMBIKACT PACTANYTAR TKAND 3 PYKAX JBYX 
aurenos. urypa Boromatepa He sume APyTIX QUEYp 7 x4xCTCA Gostee Kpynmoll 
MUI 3 COMOCTABNEHMN CO CTpoliumm anarmen 38 meñ. Honroponexuii «Iloxpoz» 
HOXOX 1. mepapxareckui «Crpaunill cy, Mocroncsaii «lloxpom» — nonoGne 
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This dark cherry-red silhouette is echoed by the golden silhouette of the half-length 
figure of the Child —graphically expressing his filial dependence on His mother. The 
Virgin's upraised arms together with the edge of her maphorion, form a loose curve 
which indicates the solid reality of the Child's body. There is a faultless relationship 
between the gesture of the arms, symbolising the mystery of her motherhood, and the 
reverse, centripetal movement of the red-coloured cherubim flying towards her. In addi- 
tion to conveying a sense of human nobility and beauty, the image of the Virgin seems, 
as if by some graceful metaphor, like a fabulous flower unfolding under one's very gaze. 
The red six-winged cherubim suggest two flowerbuds. 

Frequently the conventionality of the image is considered the most characteristic 
feature of icons. But in fact all art is conventional, both early Russian and the art of 
the later periods. It is simply that the character of the conventionality in early Russian 
icon painting differs from that of the paintings of other periods. To understand, to 
explain to oneself the pecularities of the language of early Russian icon painting, 
itmust be remembered that almost every one of the representations also had a meaning 
as an emblem. This is not only a representation of a particular object or an event, but 
also a disclosure of its broader meaning and, consequently, a stressing of the ele- 
ments which are most important for an understanding of the wider meaning of the 
image. Sixteenth century icons have more character and psychology but the em- 
blematic quality disappears. 

In early Russian icon painting outlines not only serve to denote the borders of 
objects, but also possess the ability to relate their inner strength and movement. 
Thanks to the linear rhythm the angels in Dionysius' Crucifixion seem to soar in 
mid-air. In their understanding of linear design Russian craftsmen come close to that 
of the Gothic artists and, to some extent, to Botticelli, though icon painting has no 
restless, undulating confused or looped-like contours. Early Russian painters saw to it 
that contours did not violate the general form. Good examples are the icons of Sí George 
on Foot and St Theodore Stratilates. The minute folds of the clothes and the design 
on the armour worn by St George, and the bent arm of St Theodore, which corresponds 
to the curved sword, do not break the integrity of the two silhouettes. 

Composition is the strongest aspect of early Russian icons. In comparison with icons, 
paintings of the later periods invariably lose: the compositional build-up of the whole 
is not so clearly expressed. To appreciate individual icons one must understand properly 
the general laws of icon composition. Almost every icon was thought of as a likeness 
of the world, and accordingly each has a central axis. The icon has elements ofa trip- 
tych, and because of that the two sides of the central axis are perceived as side wings 
or leaves. The upper part is seen as the sky, the higher ranges of life, while down below 
the earth, the ground is indicated and, in some cases, Hell below it. The main structure 
of the icon, whatever the subject, influences its composition, whether it is the Navitity 
or the Crucifixion, the Baptism or the Intercession. 

Besides the three element structure with the emphasis on the central axis there is another 
type, a two-part one, in which the central axis is only of a dividing character. In such 
cases, the figures surround an empty space, as it were, and the composition preserved 
symmetry, both of form and of meaning. The observance of consistently maintained 
structures did not rule out some deviations. But even where there were deviations, the 
basic scheme preserved its meaning, reminding the viewer of the necessity to observe or- 
der and peace in the world, and that every movement gives rise to a countermovement, 
Various forms of composition were not only designed to suit various tastes. In an icon 
every form invariably has a definite meaning. The Novgorodian icon of the Intercession 
and the Moscow one do not deviate from the general iconographic type but composi- 
tionally the two are quite different. The Novgorodian one has the entire surface of the 
icon divided into squares and rectangles. Within them we see the figure of the Virgin 
and the figures of the those who witnessed the miraculous appearance of the Virgin 
in Constantinople when it was beseiged by the enemy. It is characteristic that even 
the domes of the church are placed in such a way as to resemble five individual churches. 
In the Moscow icon of the Intercession, which goes back to a much earlier Suzdalian 
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cuen mpocnanzema Borowarepu, axagueros Jnormcna e pepanorroscxx dipeckax, 
Cueros 3 acarilinoti pora «Bopuc 1 F1e0» XVI nera ¿107 npenteraserme o Beat. 
KOM KOMNO3HIMONNOM MACTEPCTRE MauIAX APEBMIX IIOHomICIes, B cxene «Talinoro 
norpeúcnna Baastmupa» Nepenecene ero TEJA BEPACHO HEPe3 MIKO CITOMEHIEIE 
uryp, 4epes CTeMONINCA HO eMe AIM, KOTODLIM COOTACTCTBYTOT 3AKOMapu 
xpama. Kowmosuuna amyxuacrmas. Conocer apyros — mpozeneprmaz momursa Bo- 
puca. B neíl ancTaeHo IPOcTyIICT OCMOBONONOxHAA TPEXIACTALA CIPyRTYpA. Micona 
«Chaca» MAXOJUTCA Na EPeIuieÑ 00H, an x Gensall MIaTep, nonoóHe Xpama, nonoÓne 
MEpo2NaK1%, Bopue CO CIYTOÑ 4 CBALLCNIK BICATOR 110 CTOPOMAM OT ITOÍÍ OcH, 
KAX MPABCAMBlS HCNONMINTEIA 3axona, [lee rpymms poros yrpoxaome (mpen- 
BOCXHINIAA CNEAYIOMYTO Cueny yOuñlerna) ipramorpysor cueny. Dro kaeñimo — mpu- 
MEP MOPANNOTO SHAEIN KO MIO APOB1CpyCcKoÑ ARON. 

ToBopa 06 ApyuTCKrOMAKE HXONB, NADIA 110 CXAJATL O TAN HASSIBIEMOM NANIATHOM 
ucoMe, 06 HS0Ópaxxelmax 1 Hei apxurestypt. MeTOpuK MiLno malÍer 1 Hux nocTo» 
ACPIBIX BOCMpoHiBcacImÍ NpeBHepyccKiXx saul, 3aro OM Acera ABIMOTCA no- 
CITEIAMH 1H BAPASATERIMM ICTTINICOKIX HE ITMUCCINX Manos. B uxome «Bxom, 
» Mepycamoo» mucoKue TOPOACKMS CTSHII, MX ÓcMUAMA — BONzOIMENME IMMKCEKON 
mou, Xpam Feoprix » cueue «Howecrmscu erpenser » uromy Feoprus» — 3ro 
TOXE omzo1 Gnaroscens. B cuenax «yo Feoprua 0 3uHc», OCoGenno 1 NOIR 
xonax XVI BeKa, MANTE — ITO CMOTPOBME ÓaUIA, OTKYA Jure CKazoMHOro 
TOPOJA MIOÓYIOTOA A HOABAE YX FAUETIBNKO 

Hembax CUATATb. PYCCKYIO MKOHY MCKYCCTROM UHCTO ILAQSKOSTINMN, Kax paWeKy1o. 
MUIMATIOpy. M mcere € TeM He: CÍl CTADITO D BN, YTO O1ta NOCICAOBATENANO 
HO TPOXMEPM, KAN Sama2Has AomOmIco 2n0xY Bo3poXeNNA, Dstemenrez MpocTpal- 
ETICHAOÍ EAYÓNMA LIOABNMIOTCA E HKOHAX TO 3AECb, TO TAM, OK 3AMETALL E HOB= 
TOpoxcrom «Venennn» (COKPaleNnoro MEpcsoza), GamKoM HOBroponcrofi creno- 
mucu XIV nera, a ele Gone 1 3aropckom «Braroneenun», orsacrm ms «Tpomne» 
Pyónena € ce Tpema naamam, no2quee 1 2xuradfax knemax mcome «Anexeni 
Murpononur» Jluomucns. HO IpOCTPANCTRO 1 AKOHOMACH «SONOTOTO BEI? Pet 
Teno munoro poza, vem 5 XVII sexe, xOrita pYOcKio XYAOIRINKIN HAUgLIn NOAPaxar 
3anany. MpocTpanierno He NCpexaerca Y HIX KaK HeKA8 RAIUNOCTE, B XOTOPYIO BXOXAT 
WO XOTOPOÍ BsXONAT «pur ypis. Ono CYIMECTAYCT E HEpaIpMiBuod CRASH € TestaMi, 
TOPORARETEA UM, BRIPIKCHO MEE UX ARIEXCHNO, PACNONOXEHNAS. Oso. ABRETCA. 
EN-TO MPOMIBOANAM OT BY TPEIMUCTÍ AU HICOIA JE TOTOMY HO MLOJLICTEA H9MEPe- 
Hito. Cambie 322 NOCTPOCHAN IPOCTPANCTRA B PYCCKIEX HIKOMAX HMC, MEN Bt 
pomoen Bospoxaeuna, TIpunsroc OOosHaseIne «cÓpariaa neponexriBa» anogurr. 
HA HCACPHLÍt CCA, COMIABAN BICUATACHNE, ÓYATO APOBUOpyCCKNe AYAOIVKH 2OÓN> 
BAJE KAROÑ-TO «NEPCIEKTABOL HONRAR, 

Aux toro «TOÓNI OTIATb CeÓe OTWET 1 MONMMANI MDOCTPANCTBA 1 KKOMS, HyAGNO. 
BOMOTPETACA 1 TO, KAK D OTASIAX CAYAAAX pemtanacr 9ra sanaua. Cuena «OÓpe- 
Tem MOLIeÍ Asnexci» y JInomcus MOCH PEXMEPHAÍ XAPaxTeP, UY DR 320 
PacnO/IOXCHEL B TPeX Mu1aHaX, B 91Ow KeÑÍMe OTICTIBO nepenamo camos Aellctame: 
ACKAUIMY BO TPOGS CBATOMY IPOTHBOCTORT. MpCACTOAINO, KOTOpMe OÓCTYNaAIOT 
OTKPHTHÍ GcstoKamennbli caprodlar Cc MONAMM CBATOTO 3 CKNOHAOTCA MAA MN. 
Omiaxo cami caprodar Ónarozapa OGparuoÑí nEpenteKrune BUINOANT anepen 1 
MOMHCACT 1 IPOCTPANCTDC, COSACTCA OUIYUEMNE, ÓYATO OR IPAUALIEANT MNOMY 
MHpy, MM OSTALIBIAMS (rypA 1 Sar sa Mun. Bee NPOTcxo une MpHoGperaer 
» BLICEÍ CTETICH OAYXOTIOPENBIÍ XApaxrep. 

KpackH AeBHEpyccxuX HON JIABHo Yare 32m0eDaJnt cede ncsoóue cuNnarÚ. Ho 
INCYAT/ICMMC KPACOMIOÍ APkOCTA, PANOCTA, Paa10006paau 1 GoraTcTas 1ueta An:1eno. 
e HCASPIIABACT CYIIMNOCTH KO/IOPuTA MKOMONACA. AIpeBneEpyscKas HKonomco — Gor 
OS H CAOK1OS HEKYCCTBO. JLDI TOTO HIOÓN ELO NOMAS, HEHOCTATOwIO IODORATRCA 
ACTI, APKIMM KPaCKANI HOM. 

KPacKit IB JKOIAX — BOBCE HE KPACKA NPIPOA, OI MOHBILO 3ABHCAT OT KPACOMnOrO. 
EYACTICHNA MPA, UEM E AMBONMCH HOBOTO BpeMEIH. Buecte € TEM Kpacku He noz- 
HHIBSIOTCA YCNOBNOÍ CUMBONKE, HEMLIA CKAJATO, HTO KAXTAR MENA HOCTOAMNOS 
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prototype the Virgin and the witnesses make up an integral group, forming a semi- 
circle which is completed in the sky by a cloth supported by two angels. The figure of 
the Virgin does not tower over other figures, it seems to be larger only in comparison 
with the slim building behind it. The Novgorodian /ntercession resembles the hierarchi- 
cal Last Judgement. The Moscow Intercession resembles the scenes of the Exaltation 
of the Virgin, and the Acathistos of Dionysius” Ferapontov frescoes. 

The scenes from the lives of SS Boris and Gleb in the sixteenth century icon are a good 
example of the great compositional skill of our early icon painters. In the Secret Burial 
of Vladimir the secrecy of the removal of his body is conveyed by means of figures which 
are seen bent low, and by low curves which repeat the outlines of the vaults of the 
church. This is a two-part composition. The scene of Boris's Prayer Before His End is 
quite different. It is clearly based on a three-part structure. The icon of the Saviour 
is on a central axis, as is the white tent symbolising a church or the Universe. Boris, 
his servant and the priest stand on the two sides of the axis like the pious executors 
of the law. The two groups of warriors flank the scene in a menacing manner (antici- 
pating the subsequent scene of the murder). This border scene is an example of the 
moral significance of composition in early Russian icons. 

While on the question of the architectonics of the icon, mentions should be made of 
what used to be called palatnoye pismo, the portrayal of buildings in the icon. The 
historian will find scarcely any authentic representations of early Russian buildings. 
But they always express and represent aesthetic and ethical ideals. The height of the 
city walls in the Entry into Jerusalem, their whiteness are seen as the embodiment of 
epic might. The Church of St George in the scene of the Infidel Shooting at the Icon 
of St George is a stronghold of piety. In the border scenes of the later icons of St 
George, various palaces are represented as observation towers from which dwellers 
in some legendary city admire the heroic deeds of their protector. 

The Russian icon should not be looked upon as purely two-dimensional art, like the 
Persian miniature. At the same time it should not be considered at fault because, 
unlike Western painting of the Renaissance epoch, it is not strictly consistent. Elements 
of spatial depths appear in icons here and there. They are noticeable in the Novgorodian 
Dormition (shortened version), which is close to the fourteenth century Novgorodian 
frescoes, and even more so in the Annunciation from Zagorsk, to some extent in Rublev's 
Old Testament Trinity, with its three planes, and later in the border scenes of the icon 
of St Alexius with Scenes from His Life by Dionysius. But space in icon painting of 
the “golden age” is definitely different in kind from that of the seventeenth century, 
when Russian painters began to imitate the West. Space is not represented in them 
as a definite entity which is entered or left by the figures represented. It exists in uninter- 
rupted connection with the figures, is brought into being by them, and is expressed 
through their movement or positions. It is a derivative of the inner life of the icon and 
consequently cannot be measured. The very tasks of arranging space in Russian icons 
differ from those in Renaissance painting. The accepted term “inverse perspective” 
is misleading, possibly creating the impression that early Russian icon painters actually 
aimed at some kind of “inside-out perspective”. 

To understand the way space was seen in the icon a close study must be made of how 
the task was solved in individual cases. In the scene of the Discovery of the Remains 
of Alexius Dionysius represents the figures and buildings on three planes. This border 
scene very clearly narrates the actions: the saint in the coffin is contrasted to figures 
standing beside it. Only the bowed figure of the prince and the inclined lid of the 
coffin convey an idea of what is taking place. But because of the inverse perspective 
the sarcophagus seems to be suspended in mid-air. The feeling is created that it now 
belongs to a different world from the rest of the figures and the buildings in the back- 
ground. The entire scene acquires a highly spiritual character. 

The colours of early Russian icons won general appreciation long ago. But the impres- 
sion of bright colourfulness, joy, and rich and variegated colour does not exhaust the 
meaning of the colour range of icon painting. Early icon painting is a great and complex 
art. To understand it it is not sufficient simply to admire its bright colours. 
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marce, Bo BCAKOM CAYUaE, 8 COSAAMHH 0ÓDAJA KPACIN ULPARIE PELuIoLap Io: PO 
Mu roBOpun: «ronyOoe «VeneKe»; 9107 HBET HIISro ONpEACACINOFO Ne O3HAYAST, 
10 FORYÓMIMA NPazaer CUE NIPIMTCIDIYIO HOXHOCTE, Mbx FOBOPI: “ApaCHoDoNt= 
tual «MIDI; MOXET Gurb, KpacHoe 0aNAYAET HCÓO, Ky1A 011 OHECCA, LO FAROS — 
Ho nOCHOMACT ero HECTVIAEILIÍ 090p. Mor AR OXIIM TOBKO UBOTOM, K MPIMEPy 
KPACIIIM ¡LIAULOM, PASECBANOIIINCA nO erpy 9 mome «Hyzo Feoprua o 20m», 
BONNY AHCTCA TAYÓOKAN XAPARTEPMCTAKA ILIAMEINOTO FAUMATINIA BEE, MY. 
1 repos, 

ApentepyccKaN MACTEPAM HOCTANACE 1 NACHEANE TONASIDHAA ABONO DIUrraies 
Ce UY IDA AYICHNEIVN, HOPOO HSBICKANNO-TYCENRMA TOMAN, BAPICARITAMI 
norasunos macrpocune, B-XIV pero Peon BucTynaer TaKxe Kax MAcTep cacp- 
KANIMNO-NACHANCINBIN. TOROS: BMIINCEO-KPACHOFO, TEMMO-CHNEFO, TEMHO-IENCHOLO UU 
KOpluesoro, Ol B COBEPINCHCTDS BIEN HCEYCCTROM NEPEANBAJOIUXCA JONONIN> 
TENbIBIX TONOB Hi BHICRCTACHNÍ, Cher MAMact y Hero Ma IIPEÓMBAJOUINE BO MPARE: 
TEJA, KE HÚCCHAA ÓJATONATD Ha IPeLmyro seno, Toxxo 1 JOHCKOM «Veneta 
KPACHNÍT XEPYBIM TOP, KaK cea Y CMCPTROrO Opa. 

Apennepyeckie MACTEp2 IPOTAMHANICA 9TOMY MIOHHMANILO SETA, BOAECK CIpent= 
Tic yrecpauero euro cu0e. B CTAPMMIMX TERCTAX HICPOTHCAMIOTOA HIMOGACNNIE 
KPACKÍA HAN UKOMOMACIB: BORDA, KUNOBAPD, AKI, Garop, TORÓCU, H2YMPYA. 
1 apyrue, Ho 5 ¡elicromrexblloCTH TAMMA XPACOK APEBNEPYCCKOÍ xummommcn Goes 
OÓUMpra, Hapaay € WICTRMN, OTXPHITBDNOL URSTAMIN CST CUE AIOXCCTRO Mpome= 
AYTOAEK, PASION CUETOCILALA M HACEASMNOSTI; CPAU IX HOKOTOPEIO OFTEHK 
KPACIOTO JUN IOSOTO, Cana 110 CeÓS sapyioIneñ xPacoria, noporo estao 
OTICNKA, KOTOPhIC HCEO3MOXIO OIIPENEINTA CAOBOM, HO KOTOPHC MOXCF YOBITE 
TOJKO [43 HCNOBEXA, KPACKI, KOTOPEE CBETXICA, CHAIOT, CRCPKAOT, 3BOHAT, MOIOT 
"1 BCCM TM JOCTABARIOT OFPOMYIO PAJOCTD, 

Vixe 1 uonax XIII—-XIV nexob IpoGanaeTo J1OGOB K MUSTAM HL APLI HBETAM, 
HO JAMYTHCIMIAN NPOGEAAME, Me nEpeÓHBaEMBIM JOAOTAM ACCMHOTOM, B 2THX Par 
MIX HIKONAX MOÓCAACT MPEALS BCCTO VOPMUAR KMNOBIPD KAK WPIXEINE PAOCTA, 
IPASIMNMOCTH, BAFOMAPA FTIM OTKPXTAM KDACKAM HKOMEL MOXYUMOT CNOCOÓ- 
HOCIA BO3ACÍÍCTROBAT HB HONYTEMHEIX HNTePhepax xpamos. Hepenso wnterbe uBeTa 
CONOCTABAMIOTCA APYT € APYTOM NO KONTpaCTy- pacos, cunee, Úenoe, seproe, Oi 
IVIOFHKA, DEUIECTRCHNA, HOWTH BOCOMIN H OCAMACMI, WTO HECKONEKO OFPANKMEAOr 
"ux cBerosapuocro, Bwecto € TEM OI COOÓLIAIOT HIKONAM ÓOTBLIYIO CNY BIAPaMCANA. 
Koxopur y Pyúseña, NpeKe HCero 1 cro «Tpomue», oOnanaer nenpuossuod Ju 
BIDANTMÑCRON HNOHOMNCH UNCTOTOR, PyÓzcBcKiit rOAyÓSH rOpur Cum rurasenen, 
Tipeanowreme XONOAHHM KPACKIM — FONYÓOMY, ILIOBOMY, HIYMPYAO-Je22= 
HOMY — uxonax PyÓxena 1 ero HIXOJIN MDIANCT MM XAPONTEP BO2MUIEIAO OY= 
xorsopemnocru. B aoemmroponckom «me Pyónena ner 1 eneza 1 amaurilonol 
CYMPANHOCTH, 1 GCCHCRON HECTPOTIA 11 BECCHOCTH HOBTOPOACKX 10m. Kazx288 
HKONA KUKEICA 3ONOTUCTON, TOMAJIDHOÍ, M 3TO CONCHCTBYCT BrCvaTIICHALO: Fape 
MOM 

Hosroponcran uxomonuco XV 9exa COXPANACT TPAZHIMOIEVIO 1OÓOBb X APKIMA, 
ARONKIM KPacsam, e peo nanarmen kunonapu. Ho parate nuer amen peer 
XaparTep, Tenep» on Cramomwres cueronocismm. B Go7ce apxaiiccxom «Hyne Peop= 
¡rua o amo» kpacmedl (pom sanoaNer HOLE HKOMB, OIPARMANBACT GUAY KOH. 
B uxone XV Bera kpacmi sura Feopris, KAK PTENAIA IUTAMEIM, POXINCTCA 10 
ocnemtrensiolí Genusw, us soxomueroro Jona HxonsL, Flog, B HOBTOPOJCKUX 
>TAGACTKAX, NIBCTOSAS HOBEPXNOCTA TAK MENO IPOÓMTOA KONTYPAMIN JE MPOÓEIAMI, 
+10 ee kpacowos Bosneticraue cinxaeres, 

Mirrenicumos “yBeTHO IIBCTA CBOÑÍCTBCHHO NM HICKONCKOÑ MINOS, HO 3 OTE OT 
3xonKoro RONOpaTa HosropoJs 1 Hell "IPeOÓNAMIOT JEMANCTHE TOMA, SEACHBE, 
HNOFAR AOBOLIBMO FAYXH JATO, MCKOBCKHE HOM IUIXOTJIA HO KUXYTCA NECTPO Pac= 
HBCMCIINDIMA, Kpacka POXAACICA HB FAYÓNNM JOCKH, JATOPACTOR CBCTOM, BAPAXAET. 
BNYTPEHNEE TOPEHC AIM, COOTETCTAYST AYXOBMOMY HANPIEEIO E ¡MUEAX nCKOn- 
CKUX CBATHX. E MOBTOPOACKOÍÍ HKOHS APKILO KPaCKI TOPE pu ACHOM Core ANA — 
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Colours in icons are not at all the colours of nature; they depend less on colour 
perception of the world, than the painting of the later periods. Nor do the colours 
obey conventional symbolism and it cannot be said that each of them has a consistent 
meaning. But colours were of decisive importance in image creating. We say “the blue 
Dormition”—this colour is of no special significance, but it gives the scene a charming 
tenderness. We say “Elijah on red”—perhaps here red means the sky into which the 
Prophet ascends, but the main thing is that it is in tune with his furious gaze. At times, 
with just one colour, for instance, the red cloak of St George billowing in the wind, 
a profound characterisation is achieved —here of St Goerge as a passionate defender 
of faith, as a martyr and hero. 

Early Russian painters inherited the tonal painting of the Byzantines, with its subdued, 
at times sophisticated dull hues expressing a mood of repentance. In the fourteenth 
century Theophanes appeared as the master of low-brilliance saturated hues: cherry 
red, dark blue, dark green and brown. He had superb mastery over the interplay of 
complementary colours and over illumination; light with him falls on bodies cloaked 
in darkness, like heavenly bliss on sinful earth. Only in his icon of the Dormotion from 
the Donskoi Monastery does the red cherub burn bright like a candle by the bier. 
Early Russian painters were opposed to this understanding of colour and tried to 
establish their own understanding in every way. Written texts of that period list the 
favourite colours of our icon painters: ochre, cinnabar, red lake, purple, golubets blue, 
emerald green and others. In actual fact the gamut of colours in early Russian painting 
is much bigger. Besides the pure primary colours, there are many intermediate ones, 
of varying brilliance and saturation, among which are some shades of red and violet 
of exquisite beauty in themselves, and at times shades which have no name and cannot 
be described in words, but which can be caught only by man's eye—colours which glow, 
shine, sparkle, which ring and ring, thus conveying tremendous joy. 

In the thirteenth-fourteenth century icons there becomes evident a love of pure, bright 
colours, not clouded by hightlighting or interrupted by gold hatching. In these early 
icons, the bright glowing cinnabar dominates, as an expression of joy and festivity. 
The clear colours give the icons the ability to produce an effect even in the half-gloom 
of a church interior. Frequently pure colours are juxtaposed in contrast: red, blue, 
white and black. These colours have body, they are solid, almost weighty and tangible, 
and that somewhat limits their radiance. At the same time they impart to icons an 
immense power of expression. 

Rublev's colour range, above all in his O/d Testament Trinity, possesses a purity unusual 
in Byzantine icon painting. His golubets burns with a blue flame. The predominance 
of cold colours, of blue, violet and emerald green in the icons of Rublev and the painters 
of his school gives them a character of lofty spirituality. In Rublev's Zvenigorod Deesis 
there is not a trace of Byzantine gloom, nor the carefree, joyous, motley colours of the 
Novgorodian icons. Each icon seems to have a golden glow, each has its own definite 
tonality and this heightens the impression of harmony. 

Fifteenth century Novgorodian painting preserved the traditional love for bright, 
resonant colours, with cinnabar predominating. But whereas before the colour was 
of a tangible character now it acquires the quality of light. In the more archaic icon 
of St George and the Dragon the red background fills the entire plane of the icon, 
limiting the whiteness of the horse. In the fifteenth century icon of St George the red 
cloak emerges like a burst of flame from blinding whiteness, from the gold-tinged 
background of the icon. Later, in the Novgorodian tablets, the colour surface is 
broken by contours and highlighting to such a degree that its colour impression is 
weakened. 

An intensified feeling for colour is also characteristic of the Pskov school, but unlike 
the ringing colour range of Novgorod the predominant tones are earthy and green, 
at times quite drab. On the other hand, Pskov icons never look gaudy. With them the 
colour comes from somewhere in the depths of the panel, it begins to burn, to glow, 
expressing the inner fires of the spirit, and corresponds to the spiritual, intent expression 
in the faces of the Pskov saints. In the Novgorodian icons the bright colours burn in the 
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«ro moImtenbri nep». E nEKOSCKoM «POXIECTES XPICTOROM O Ipanema cage 
TIM KPACK HE CBCT BOSHIKAIOT Kax OB M3 TAMCTRCINON MITA — HaMer na. «CAS 
yO 106, 

B OTACIIDAX HIKO.IAX NPEBHCPYCCKOÍ HKOMOMCH He GhitO CTporoi perzamerramon 
nera. Xy ox nomEtomannes suawresuoi soboxolí. Ho oxna sanara neerna. 
DANINANA UNE 11CIADUCIDMO OT CIONCTA KPACKH ROJA ÓbLAM COCTABNATO HewTO 
HCNOG M ITHM NABATD BLXO/L TOMY, WTO KAARON 163 HHX MPACYIILE. E HKOMAX *acro 
BbLICANCTCA HSHTD. KOMNOSMINON, JCTANABANBALTCA PABHORCCHO MEKIY € MACTANH, 
KPUCKI AS IMICTRLOTOA 1 CAUMYIO RUBOMACIVIO TKAHD, KOZOPHT E ApeBNiepyceKx 
KONAX ROACH ÓbLI MPEBPATITR KKAYIO WKOMAYIO AOCKY 1 nOAOÓME MAPA, mapa 
ute APoByIO Fapxormmo na mauxe xpacox, Hobropoxexme tKom, 1 «Crpan 
Anal cyam 14 «BirTDa, HOBTOPOJIEB € CY IIAAIDUAMIO?, HESABICILMO OT TOFO, YTO TOMA 
"UK TAX PAYA, — 3TO PAXOCTNOS PEINE MEPEJOBAHHA AONO/HNTCNBMLX HDTOD. 
a HONEpxHOCTA 10H, Kpactii Oro1b Ipcucnozmei H Kpachte xadpranr nOBTOpoze 
OD UA HX BOMICKME IHSMCHA MIPHLIALOT. OGcHM ¡ICOsAM Pasai xapaxrep. Taxoi 
2 PANOCTIO KPACOK IIPeOnOzIERaSTOA ¡pamarinao 2 cyazasmerolt mone XVI pexa 
«Moxmn Borocnos cIrTAoM». 

B ruopsccrae Auoment m macrepos ero Kpyra Kpactar OÓ7AxaIoT OJIMM nporonen- 
vane CBOÑÍCTION: OM TEPMOT AMO CRORÍ HACEMCIMOSTA 1 APKOCTA, 38TO pnrOÓ= 
POKR0T CISTOMAPNOCTA 3CCE NPOMCKOJUIT OXOMWaTERBÁ pasptra e busarriiteno 
Tpamuell. Caer He NAXIAneBSCTes MOBEpX IROTA, ImeTine Kpoea ne nepeón 
AIOT ero. Kpackn CTAHOBATCA NIPOSPaYInuINor — OTARACINIOO N1OAOÓNE WNETPazAyY num 
aroapes. Coso mux npocnemmeacr Gens newxac, Baciumdt Besuxa npencramen 
Peopatiom 1 XPSCTUaTHX PIIAX, HO Cro PuryDA CAMBACTEA C HOTYCKHEBI omo 
ocx. B amanorinoi mroxe Jlaomuena Óenag puaa Tpuropua Borocaoma no ko1T= 
PACTy K ACATOBATOMY HOMY MK PeZuM SepHbIM KPCCTaM NUxOTCa IYUESApuoÑ. 
Peutena Tpyancíimas Saa: Gema mpenpauenK  nneroRoe tiro, 

Bee 910 ucuesacr y mononuos XVI—XVIL nexo». MoGexaror Teme TONa, ema 
ILIA MACHAMICINBIC, 3BYUIME, ÓNATOPOAHAC, HOTOM BCR GONE TYCINBIC, JEMANCTAC, 
€ MIpannod mpamecoro epuoria, B HKOMAX IPEOÓxAAAOT TEME ACNL kpotar 
Zaxe 3OMOTHCTOCTÉ CTPOTAMOBCKUX HKOM Me MIT B CPABHCHNO CO AYUCIADIEMA 
Kpackanar ¿Iuomcna. 

Bcc TO, YTO ÓKIO CKASANO O XYAOXCCTRONNX AOCTOHNCTEAX Apemnepyccxoi tcomo- 
ici, HO MOKIOUACT CO KPITICCKON OSHKM, PySCKAR HUNOJIA COSAS 3AMEIATENE 
mac mporscxena, Ho KK CAYULIOCS, YTO Cc BS1CT TAK KpyTO 0G0pmaJcs? Heyxem 
pai LU TORO BHCUIMEO MOPAMKA? HCOÓXORMMOCTE PABMATRCA Ha NEpe- 
OBJ CTPAMII ZAMANA SACTABINA. MO XCPTDOBATE TDAAHINAMN. MPOUILROO? Jaxe 
IPMUSHABAA HACTUYHYIO CNPABEAMABOCTE TAKOFO OÓNCHCMIA NO OTHOIISHMIO Ke neT- 
DOBCKOMy Bpemer, ccrecrmeno nocramuro cedo pompos: 1e Gluno zu 1 camoll apen- 
MEPyCEKOÍ INONOIIICH UCPT, KOTOPbIC CAEN ES HECIOCOÓNOÍ IPOTHROCTOATA Ha= 
ucy mano? 

Cro aer Tomy 152 O. M. Bycnace CTABHa » yIipex Apcoliepycorol kuBOmUCH TO, 
'0 ox OTOTaBazta or BoSpoXIct1 Ha Jana, (ole HMEZA HI IPARILADILOFO PHCYII. 
HI! MIEPCNICETIBM, MM KOJOPHTA, OOMBICIEHNONO CHETOTEHbIO». Bam Jun Taxne 
ynpexck HeyGemtrremis. Teepts Mia 3aCM, YO APEBSPyCCKAA HKONOMICD 0ÓnA¡AA 
CBONMI APATOnCHABIMN Kaxcermamu m Gota 1o/LImnneM Hosyocrmom. Ho Óso 
HENTO APYTOS, WTO NCAA €e HECNOCOÓMON x CAMOCOXPaRcIMIO, Tlo:uew neKyccrea 
1 XV peKe 12 Pyle CONPOBOXTAJICA COS/AMIEAs MODO EY MAHNCTUIECKOÍE KJUNMYPAL. 
B Pocenx ne Guo ropox08, € KoTOPEIMu ¡OJIKA Ólina CAnTaTeca monapxia. Eme 
anoJrO no Tlerpa nepualt yIap UCKyCcTAy 1aNico7ta pyecKoe caMoJtepame 1 1tep= 
Om, Mpemparin ero p opyame » cuonx pyxax. Hsonomcs ne mama m ces Cuna 
EPCATD CBCTCKOMY MCKYCCTB) TP IPOLLAOFO, Oia CTAJA NIPMOÓPETATE> HEPTI 
pemecna. Tnopueckoc 1awa:0 COXPRIBLIOCS TOLBKO 1 HAPonHoÍÍ CPE, E PAY, Ha. 
CPIÁpItM, 1 KpecrMtCKIX MKOHAX, MOXOXX HL AÓA, 12 pocmmcr nparox. Ho. 
310 ya ne ÓH1O GonbloS MOKyCETRO. HezI53g CKADATD, NTO 1 HiETO NO-IHOCTIO BONO. 
NACACAME HEIINKAX MACTEPOR APenstepyccKal xo momen, 
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clear light of day—it is “icon painting en plein air”. In the Pskovian Nativity colours 
and light originate from mysterious shadows as a hint of the Holy Night. 

There was no strict regulation of colour in individual schools of early Russian icon 
painting, painters enjoying considerable freedom. However, one task always confronted 
them: independent of the subject, colours had to form something integral, thus supply- 
ing an outlet for what was characteristic of each one of them. Frequently the centre 
of composition in icons was stressed, the balance between the parts established, and 
colours were interwoven in an integral pictorial fabric. The colour range was expected 
to make each panel a likeness of the world, to express world harmony through the 
language of colour. The Novgorodian icons, both the Last Judgement and the Battle 
of the Novgorodians with the Suzdalians, independent of the fact that their themes are 
so different, present joyous spectacles with complementary colours alternating over 
the surface of icons. The red fire of Hell and the red of the Novgorodians” kaftans and 
their standards give both icons a festive character. The same joyours colours soften 
the dramatic quality in the border scenes from the life of St John the Theologian in the 
sixteenth century icon from Suzdal. 

In the work of Dionysius and the painters of his circle, colours had one precious quality: 
they lost part of their brilliance and saturation but acquired the quality of radiance. 
This marked the final departure from Byzantine tradition. Light was not laid over 
colour—colour highlighting did not break it up. Colours became translucent, distantly 
resembling stained glass or watercolour. The while gesso ground can be seen through 
them. St Basil the Great is depicted by Theophanes wearing robes with a cross design, 
but his figure merges into the drab background of the panel. In an analogous icon 
by Dionysius, the white raiment of St Gregory the Theologian seems glowing by con- 
trast with the yellowish background and the rare black crosses. A most difficult task has 
been solved here—white lead has been transformed into a patch of colour. 

All this disappears in the icon painting of the sixteenth-seventeenth centuries. Dark 
tones dominate, at first highly saturated, ringing and noble. Later they are replaced 
with dull earthy tones, with a considerable proportion of black, and dark green back- 
grounds appear. Even the gold glow of the Stroganov icons cannot be compared with 
the radiant colours of Dionysius. 

Nothing that has been said about the artistic worth of early Russian icon painting 
exludes a critical evaluation of it. The Russian school has produced remarkable works 
of art. But what checked its upsurge? Could it be only reasons of an external order? 
Was it the necessity to emulate the foremost Western countries that led to a need to 
sacrifice the traditions of the past? Even if one acknowledges the partial justice of such 
an explanation as far as the time of Peter the Great is concerned, it is natural to ask 
whether ancient Russian icon painting itself had certain features which rendered it 
unable to withstand the impact from outside. 

A century ago Fyodor Buslayev reproached early Russian painting for lagging behind 
the Renaissance in the West, for “lacking the correct draughtsmanship, perspective and 
colour range, rendered inteligible by light and shade”. Today such reasoning is not 
convincing. Now it is clear that early Russian icon painting had valuable qualities of 
its own, and was an art in its own right. But there was something else which robbed 
it of viability. The upsurge of art in fifteenth century Russia was not accompanied by 
the development of a new and humanistic culture. Russia had no free cities with whose 
views the monarchy had to reckon. Long before Peter the Great, Russian autocracy 
and the Church had dealt the first blow to art when they made it a weapon for their 
own use. Icon painting had no strength to pass on the traditions of the past to secular 
art. It began to acquire the features of a handicraft. Creative endeavour survived only 
among the masses of the people, in distant places, in the provinces, in peasant art, 
in icons resembling popular lubok prints, in the painted decoration on distaffs. But 
this was no longer great art. One cannot say that it took into itself the legacy left by the 
great masters of early Russian icon painting. 

What place should be given to early Russian icon painting in art history? Within the 
confines of our country it occupies a place somewhere between the art of the Scythians 
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Kaxos MOCTO JOANA DAMIMATD APOMICPYCCRAR HIONOINCA 8 HCTOPIw HEKYCETAA? 
Ha reppuropua wateli CIpaMÓt ONa 3aHMMACT MOCTO FJtE<TO MOXAY- HEKyCCTBON 
CEmpon 1 autom 1 meTposeKmm mpenenen, B ncropim BIamralicxoro Hexyceraa 
oa murauurr xax GoKoDGA meras nexycersa: Komueno», ocobeino Mlaxeonoron, 
BuctOpIMeRponefickoro HKJCCTRA — TO AMAAOFAA KINOIALOMY CPEMIEIEKOBHO,K Eo. 
ocenueny ymazanmo. Ho nox06Hax kaccupukanma nocHr suctmind, opus 
XAPaNTCP, MC PACKPRBAN HCTMNVOTO JHNCHNA APEMCPYCCKOÍ IKOHONNCA, 
Apemmepyeckax Úomormeb — OJUIO HS KPyIMCItUINX ACI MIPOBOrO HEKYCCTAA, 
ABACIE CBOCOÓPAMNOS, HEMOBTODIMOE, OÓxaNaronICS OrpomnoÑi xynoxccrmennol 
cMnocTbio, Ona MOPOxzCHa OCOÓbIM nyTeM pasaria name crpams. Ho coszaste 
lbie c1O HEUMOCTA ARASUOTCA ScSOGULIM AOTOAIMNEM. Tlo CBOEMY YAcsIBNOMY Decy. 
MAIIY APEBIMOIO. MKOHOMNCE MOXUO HOSTABUTE PAXOM E APEBUETPEMECKON. Bao 
IMICIO, O ITPYECKOR CTEHDIMNCINO, € BIJANTIÑÍCKIMN MOZANXAMN, € TOTEM 
BUTPEKAMN, € HPANCKOÑ MHIMETIOPOÑ, € <UITAPULMA OÓPaZAMA Panero HTAMBSIR> 
exoro Bospoxaema, (Hororopue pañori Vueano yameurenbno Osmar x nxomam.) 
B pemnenn KOPEKIBIX 3AX3% MCKYCCTRA PYOCENE HKOMOIIMIN HEM EBOMM 0COÓ NA 
yrew. B Pocena He moro pasaros BospoxtaeIme b TaKcx macurradax, kar s Ma 
014, Pyeckite MACTEPA ECO ¿MUI YraytbaJIa amrinocra, NO 1 XV sexe om OSUI 
Gama arrmurmy Y nera, xx nue oJut apyroí mapoz Esponta. JIyumme noc 
KCIHA APEBICpyccKoÑÍ HKoNomcn — 3TO OÓpasm «xncroM xBomciD», xoTopolk 
TAK MACTO 11€ XBATILNO XY IO KIVNAN HOBOTO BPeWctun. JLas Hao ApeBtepycexas mxono= 
Cb IPCACTANAACT OTPOMAYIO NIEUILGCT NOTOMY, WTO B He MpeABOCKIEIDA MUOrKE 
úCOÑEHNOCTA HOBOFO PYEEKOrO HEKYCCTBA, YnOperina TAKIX MaCrepos, xa A, Misanos, 
Cypuxos, BpyGest, 3 TAxKc CICTIICCKUE IPHS BEIIXOÍ PYCOKOW XYACACCTEEH= 
mol arteparyper or Miyuna 10 Baora, 


and the Antes and the time of Peter the Great. In the history of Byzantine artis looks like 
an ofíshoot of the art of the Comnene period, and in particular of the Paleologue. In the 
history of European art it is analogous to the late Middle Ages, their autumnal wither- 
ing. But such a classification is of an external, formal character, and does not reveal 
the true significance of early Russian icon painting. 

Early Russian icon painting is one of the important phenomena of world art, a pheno- 
menon which is unique and of great artistic value. It was brought about by the specific 
path of development taken by our country. But the treasures created by it belong to the 
world. In importance our early icon painting can be placed alongside ancient Greek 
vase painting, Etruscan murals, Byzantine mosaics, Gothic stained glass, Persian 
miniatures, and the altarpieces of the early Italian Renaissance. (Some paintings 
by Uccello are remarkably close to icons.) 

In the solution of the basic tasks of art Russian icon painters persued a path of their 
own. In Russia the Renaissance was unable to develop to such dimensions as in Italy. 
Russian painters only groped towards the art of antiquity, but in the fifteenth century 
they were closer to fifth century Attic art than any other European nation. The finest 
achievements of early Russian icon painting constitute “pure painting”, which is so 
often missing from the work of post-Renaissance artists. For us, early Russian icon 
painting is an immense treasure, because in it many features of the new Russian art, 
the work of such masters as A. Ivanov, Surikov and Vrubel, and also the aesthetic 
principles of poetry from Pushkin to Blok were anticipated. 
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ES Yy HO PEOPTMA O 3MME 23 ST GEORGE AND THE DRAGON Mid-16th 
B. centu 
Pyccknú my3eú, Jlennurpan Russian Museum, Leningrad y 


OTHEHHOE BOCXOX/IEHME 
MJI5M MIPOPOKA 
Mcropmueckakt my3ek, Mockea 


24 


TRAPO ASE 
e 


THE PROPHET ELIJAH 
AND THE FIERY CHARIOT 
History Museum, Moscow 


16th century 


XVI». 


OPTHEHHOE BOCXOXAEHME 
MUJIBM MPOPOKA 
TperbakoBckaa ranepea, MockBa 


23 


THE PROPHET ELIJAH 
AND THE FIERY CHARIOT 
Tretyakov Gallery, Moscow 


16th century 


Hawano XVI a. 


TEOPTMÁ C KMTMEM 


Kaelimo: Morazamne casToro 
PACKAJTHHBIM MCJHSIM ÓSIKOM 
Myseli apesmepycckoro Hekyccraa 
nmenn Amnpea Pyóneza, Mocksa 


26 


ST GEORGE WITH SCENES 
FROM HIS LIFE 


Border scenes: The Torture of the Saint 
on a Red-Hot Copper Bull 


Andrei Rublev Museum of Early Russian Art, Moscow 


Early 
16th century 


Hayano XVI B. 


m 
a 


Bio 


y 


he 


TEOPTMÁ C KMTMEM 
Kyeñímo: Mcra3aHme cBaToro 
packaJleHHbiM MOJAHbIM ÓbIKOM 
My3eú apeBHepycckoro HCKYCcCcTBa 
nmenn Aunpea Pyónesa, Mocksa 


2 


ST GEORGE WITH SCENES 
FROM HIS LIFE 


Border scene: The Torture of the Saint 
on a Red-Hot Copper Bull 


Andrei Rublev Museum of Early Russian Art, Moscow 


Early 
16th century 


1405 POXHAECTBO XPUCTOBO 28 THE NATIVITY OF CHRIST 1405 
Mixona Opas/mHuHoro 4HHa Icon from the Church Feasts Range 
HKOHOCTACA Bs1ATOBEUIEHCKOFO COÓOpa of the iconostasis of the Annunciation Cathedral 
Mocxosckoro Kpemna in the Moscow Kremlin 


Hawano XV ». POX/IECTBO XPUCTOBO 29 THE NATIVITY OF CHRIST E Barly 
th centur: 
Tperbakosckaa ranepea, Mockba Tretyakov Gallery, Moscow z 


E TOKPOB 30 THE INTERCESSION AS 
tun 
*Tperpaxosckas ranepes, Mockea Tretyakov Gallery, Moscow e: 


xv— NOKPOB 31 THE INTERCESSION 15th-carly 
mazano XVI B. 16th century 
Tperbakorckaa ranepea, Mocka Tretyakov Gallery, Moscow 


THE INTERCESSION 14th century 
Tretyakov Gallery, Moscow 


32 


MOKPOB 
Tpersakorckaa ranepea, Mockpa 


XIV a. 


ya! 


MKOHOIMUC5b JOMOHTOJIBCKOTO MEPHOJT[A 
XI-XII BEKOB 
KUEB - BJAAMMUP - HOBPOPO! 


XIth-XIIth CENTURY ICON PAINTING 
(PRE-MONGOL PERIOD) 
KIEV.VLADIMIR - NOVGOROD 


A A TE 


x= TEOPTruú ST GEORGE 11th-early 
mauano XI B. E dl 12th century 
Y cnenckmá co0op Mockosckoro KpemjIa The Dormition Cathedral of the Moscow Kremlin 


Koneu XII a. YCIMEHME 34 THE DORMITION 


Late 
12th century 
Tperssionckaa ranepea, Mockga Tretyakov Gallery, Moscow 


0, 


cias 


century 


12th-13th 


SS PETER AND PAUL 
Russian Museum, Leningrad 


TETP MMABEN 35 


Pycckuú my3e1%, Jlenuurpaa 


XU—XIH bp. 


sense. 
“a 9. E, vu» 


E] 


a e 


a 


e 
E 
-_ 
5 


qe 


12th century Detail 


ST DEMETRIUS OF THESSALONICA 


HMHUTPUÑ COJNYHCKUÓ 
Tretyakov Gall 


Tpersaxoncraa ranepea, Mockga 


Dparmenr 


Dparmenr  XlIñ. BOFrOMATEPb BEJIMKAA MAHATUA THE VIRGIN GREAT PANAGIA 12th century 
(rax nasbiBaemas Apociapckaa Opanrta) (the so-called Virgin Orans of Yaroslavl) 


Tperbaxorckas ranepes, Mockpa Tretyakov Gallery, Moscow 


CrIAC HEPYKOTBOPHbIá 
Tperbakonckaa ranepea, Mockga 


38 


THE VERNICLE 
Tretyakov Gallery, Moscow 


124h century 


XI». APXAHTEJI 39 AN ARCHANGEL 12th century 
(Tak Ha3biBaembI 311aTble BJIaca) (the so-called Archangel with the Golden Hair) 


Pycckuú my3e4, Jleamerpan Russian Museum, Leningrad 


7 
de 
y 
5 
EA 
E 
ps 
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Dparmerr  XIb. HMKOJIA CO CBATbBIMM HA HOJIAX 


Tpersaxo»cras ranepea, Mocrga 


12th century 


Tretyakov Gallery, Moscow 


DparmenT Koneu XII B. HUKOJIA ST NICHOLAS Late Detail 


12th century 


Pycckuú my3e4, Jlenmarpan Russian Museum, Leningrad 


mawano XII a. 


BOFOMATEPb 
Bnaronenrenckui co6op Mockorcroro Kpemna 


42 


THE VIRGIN 
The Annunciation Cathedral of the Moscow Kremlin 


12th-early 
13th century 


TT iy tr gc, 


j 
| 


BOFPOMATEPb BEJIO3EPCKAA ] THE VIRGIN OF BELOZERSK 13th century 


Pycckuú my3eú, Jlennurpan Russian Museum, Leningrad 


XII». ABJIEHME APXAHTEJIA MAXAMHJIA 44 THE APPEARANCE 13th century 


MUCYCY HABUHY OF THE ARCHANGEL 
Bnarosenenckaá co6op Mocrosckoro Kpemxa MICHAEL TO JOSHUA 


The Annunciation Cathedral of the Moscow Kremlin 


IV 


MKOHOIIMCb 
BPEMEHM MOHTOJI5BbCKOTO UPA 


ICON PAINTING 
OF THE PERIOD OF THE MONGOL OPPRESSION 


te 

e. 
. 

4 


a WI 


h..r...%. 


SS BORIS AND GLEB Early 


DparmenTr Haxano XIV 5. BOPUC U 1J 
14th century 


ÉS 
UI 


Pycckui , JIemnurpaa Russian Museum, Leningrad 


BOPUC =U TJIEB S BORIS AND GLEB Early 


z 14th century 
Pyccknií my3eñ, Jlenmarpan Russian Museum, Leningrad 


XIV B. 5 BOPUC U IJIEB 47 SS BORIS AND GLEB 14th century 
Tperbaxorckaa ranepea, Mockga Tretyakov Gallery, Moscow 


a 


pes A 
A 
SS Pi 


y 


Cpeamar MJIbA MPOPOK B MYCTBIHE CIHKMTMEM 
M AEMCYCOM 


Tperraxonckaa ranepes, Mockpa 


Hawano XIV B. TEOPTMÚú C XKMTMEM 49 ST GEORGE WITH SCENES sd Peri 
Kuneñímo: Deoprua XryT CBe4AaMAa FROM HIS LIFE 
Pycckaú my3e1ú, Jlenmurpan Border scene: Sí George Being Burnt with Candles 
Russian Museum, Leningrad 


HMKOJIA 3APAÚCKMÍ C HKMTMEM 
Kaeitmo: Tipusexenne po yuenne 
Tperraxonckas ranepea, Mockea 


50 


ST NICHOLAS OF ZARAISK 
WITH SCENES FROM HIS LIFE 
Border scenes: The Leading of Nicholas to His Tutor 
Tretyakov Gallery, Moscow 


14th century 


XIV B. 


HMKOJIA 3APAÚUCKUÚ C HKMTAEM 
Krelímo: Ma6amnemme J[Imurpua co 1Ha MOpa 
TperbaxoBckaa ranepea, Mockpa 


51 


ST NICHOLAS OF ZARAISK 14th century 
WITH SCENES FROM HIS LIFE 


Border scene: The Saving of Demetrius 
from the Bottom of the Sea 


Tretyakov Gallery, Moscow 


XIV». BOPUC U MIEB C HKMTMEM 52 SS BORIS AND GLEB 14th century 
Tpersaxorckas ranepea, Mockba WITH SCENES FROM THEIR LIVES 
Tretyakov Gallery, Moscow 


14th century 


SS BORIS AND GLEB 
WITH SCENES FROM THEIR LIVES 
Border scene: Boris Dreams about His Death 


53 


BOPUC U PMJIEB CXKMTMEM 
Kneñmo: Bopuc BAAMT COH O CMEPTH CBOCÍ 


XIV B. 


Tperbakorckaa ranepea, Mocksa 


Tretyakov Gallery, Moscow 


Konen XIV ». HMHKOJIA CXMTMEM 54 ST NICHOLAS WITH SCENES CS pra 
Krelimo: Hpnemne enapxy Eszasmio FROM HIS LIFE 
Tpersaxosckaa ranepea, Mockga Border scene: The Appearance to the Eparch Eulavius 
Tretyakov Gallery, Moscow 


Koneu XIV b. HUKOJIA C KMTMEM 55 ST NICHOLAS WITH SCENES sE Late 
th centur; 
Kneñímo: ABseHaHe MyxaM B TEMHHUE FROM HIS LIFE d 

Tperbaxosckaas ranepea, Mockpa Border scene: The Appearance to the Men in the Dungeon 


Tretyakov Gallery, Moscow 


Koneu XIV a. yy HO FTEOPTMA O 3MME 56 ST GEORGE AND THE DRAGON 1 Late 
Abi conta 
Pyccknli myzeñ, Jlenmarpan Russian Museum, Leningrad E 


PTA a 1 di Le 


Early 


15th century 


THE PROPHET ELIJAH 


Tretyakov Gallery, Moscow 


UJIBA TIPOPOK 57 


Tperbaxosckaa ranepes, Mocka 


Haxano XV n. 


Dparmenr HMUKOJIA 3APAÚCKMú CHKMTMEM 8 ST NICHOLAS OF ZARAISK 14th century Detail 
Tperbaxosckas ranepes, Mockga WITH SCENES FROM HIS LIFE 


Tretyakov Gallery, Moscow 


V 
PEODAH TPEK U EPO BPEMÁA 


THEOPHANES THE GREEK AND HIS TIME 


Dparmenr 1405 PEODAH FPEK THEOPHANES THE GREEK Detail 
BOPOMATEPb THE VIRGIN 


MxoHa nencycHoro 4a4Ha MKOH Icon from the Deesis Range of the iconostasis 


Braroremenckoro cobopa Mockosckoro Kpemja of the Annunciation Cathedral in the Moscow Kremlin 


1405 


DEODAH TPEK 
BACHJIMÁ BEJIMKMÍ 
Kona AEHCyCHOTO UMHA HKOHOCTACA 
Braromemencroro co6opa Mocrorckoro Kpema 


60 


Pa 
AE: 


THEOPHANES THE GREEK 
ST BASIL THE GREAT 
Icon from the Deesis Range of the iconostasis 
of the Annunciation Cathedral in the Moscow Kremlin 


1405 


1405 
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PEODAH PPEK 61 THEOPHANES THE GREEK 1405 
BOPrOMATEPb THE VIRGIN 
MUkoHa nemcycHoro 4mMHa MKOHOCTAca Icon from the Deesis Range of the iconostasis 


BraroBenenckoro cobopa Mockosckoro KpemJia of the Annunciation Cathedral in the Moscow Kremlin 


| 


Konen XIV ». 'DEODAH TPEK M EFO HIKOJIA 62 THEOPHANES THE GREEK AND HIS SCHOOL Late 
YCMEHME THE DORMITION 14th century 
O6opor xombr «Boromareps Joncram> The reverse of the Virgin of the Don icon 


Tperbaxoncraa ranepea, Mocksa Tretyakov Gallery, Moscow 


A ed 


AN 


PEODAH FPEK MU EFO HIKOJIA THEOPHANES THE GREEK AND HIS SCHOOL Late Detail 
BOFTOMATEPb AOHCKAA THE VIRGIN OF THE DON 14th century 


Tperbaxosckaa ranepea, Mockpa Tretyakov Gallery, Moscow 


DparmenT Koneu XIV B. 


Hawano XV n. DEODAH TPEK (7) 64 THEOPHANES THE GREEK (2) Early 
TMPEOBPAXEHME THE TRANSFIGURATION 15th century 


Tperbaxoncras ranepea, Mockea Tretyakov Gallery, Moscow 


Dparment Hauano XV B. PEODAH TPEK (?) THEOPHAN THE GREEK Early Detail 
MPEOBPAKEHME THE TRANSFIGURATI I5th century 


TperbakoBckaa ranepea, Mockba Tretyakov Gallery, Moscow 


2 


1405 DEODAH FPEK 66 THEOPHANES THE GREEK 1405 
TIABEJI ST PAUL 
MxoHa nencycnoro «HHa HkoHocTaca Icon from the Deesis Range of the iconostasis 


Bnaromemenckoro co6opa Mockosckoro Kpemna of the Annunciation Cathedral in the Moscow Kremlin 


vI 
AHAPEUÚ PVBJIEB M EPO BPEMA 


ANDREI RUBLEV AND HIS TIME 


DparmenT Hauano XV B. AHAPEM PYBJIEB ANDREI RUBLEV Early Detail 
TPOMUA E OLD TESTAMENT TRINITY St century 


TperbakoBckaa ranepes, Mockea Tretyakov Galle Moscow 


Cpeamwx  Haxano XV». APXAHTEJI MUXAMJI C KMTMEM THE ARCHANGEL MICHAEL Early. Centre 


15th centur : 
Apxanrensckmit co6op Mocrorcroro Kpema WITH SCENES OF HIS ACTS á 2 La 


The Cathedral of the Archangel Michael 
of the Moscow Kremlin 


Hauano XV 5. 


APXAHTEJI MUXAMJI C XKMTUEM 
Kneñúmo: Moxasune mpopoka Hanna 
Apxanrexbckaú cobop Mockosckoro KpemJa 


69 


THE ARCHANGEL MICHAEL 
WITH SCENES OF HIS ACTS 
Border scene: The Penance of King David 


The Cathedral of the Archangel Michael 
of the Moscow Kremlin 


Early 
15th century 


Hawano XV. 


APXAHTEJI MUXAM]I CKMTMEM 
Kuetimo: MoGnerne nolicka aceupulicroro 
Apxanrensckult co6op Mockorckoro Kpema 


70 


THE ARCHANGEL MICHAEL 
WITH SCENES OF HIS ACTS 
Border scene: The Defeat of the Assyrian Host 


The Cathedral of the Archangel Michael 
of the Moscow Kremlin 


Early 
15th century 


Hauano XV B. 


APXAHTEJI MUXAMJI CXKMTMEM 
Kneñmo: Bbopb60a Maxoba c aHreJiom 
Apxaurensckaái cobop Mockosckoro KpemJa 


71 


THE ARCHANGEL MICHAEL Early 
15th century 

WITH SCENES OF HIS ACTS 

Border scene: Jacob and the Angel 


The Cathedral of the Archangel Michael 
of the Moscow Kremlin 


——« 


da Hawano XV UAPCKME BPATA ¡e THE ROYAL DOORS 

area ma 

«Bnarone- 3aropckH HCTOPHKO-XYJIOKECTBEHHBIÍ Art Museum and Ancient Monument, Zagorsk from the 
Annunciation 


me 
¡yaeii-3anonezmnK, 3aroper 


ds TIPA3AHUKU 73 CHURCH FEASTS Late Detail: 


Poxnecróo 2 L. 14th century The Nativity 
Xpucromo Tperbakosckaa ranepea, Mockga Tretyakov Gallery, Moscow of Chris 


1405 BXOA B MEPYCAJIMM 74 THE ENTRY INTO JERUSALEM 1405 
Kona Mpa3/AmIanoro mua HRomocTaca Icon from the Church Feasts Range 
Bnraroremenckoro cobopa Mockosckoro Kpemna of the iconostasis of the Annunciation Cathedral 
in the Moscow Kremlin 


parmenr 1405 POX/IECTBO XPMCTOBO 76 THE NATIVITY OF CHRIST 1405 «Detail 
UKona MPa3AHKunoro Hna HRoHocTaca Icon from the Church Feasts Range 
Braroemenckoro cobopa Mocroscroro Kpemaa of the iconostasis of the Annunciation Cathedral 
in the Moscow Kremlin 


aX PE á a Y 
A dd 


z 3 
A < A 
A 
Dparmenr 1405 BOCKPEHIEHME JIABAPA abi THE RAISING OF LAZARUS 1405 Detail 
MxonHa npa3AHH4Horo 4HHa HKOHOCTACa Icon from the Church Feasts Range 
Brarosemenckoro cobopa Mockosckoro Kpemna of the iconostasis of the Annunciation Cathedral 


in the Moscow Kremlin 


1405 


| 
| 


APXAHTEJI MUXAMJI 


Mxona JeHcycHoro “Hna HKonocraca 
Bnarosemencroro co6opa Mockosckoro Kpema 


THE ARCHANGEL MICHAEL 


Icon from the Deesis Range 
of the iconostasis of the Annunciation Cathedral 
in the Moscow Kremlin 


TIPEOBPAXEHME 


Mxona npa3hHH4x4Horo “aHa MKOHOCTAaca 
BnaroBemenckoro cobopa Mocxosckoro Kpema 


79 


THE TRANSFIGURATION 


Icon from the Church Feasts Range 
of the iconostasis of the Annunciation Cathedral 
in the Moscow Kremlin 


1405 


parmenr — Haano AHAPEA PYBJIEB 
crac 


Tpersaxorcras ranepea, Mockna Tretyakov Gallery, Moscow 


AHJAPEÓ PYBJIEB ANDREI RUBLEV Early 
AMNOCTOJI MABEJI THE APOSTLE PAUL 15th century 


DparmentT Hauano XV b. 


Tperbakosckaa ranepea, Mockga A kov Gallery, Moscow 


im RN ARDE al 


Haxano XV a. AHJAPEÁ PYBJIEB 82 ANDREI RUBLEV Early 
TPOMUA THE OLD TESTAMENT TRINITY do cont 
Tperbaxosckas ranepea, Mockga Tretyakov Gallery, Moscow 


Early 


15th century 
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Tretyakov Gallery, Moscow 


AHAPEÍ PYBJIEB 
TPOUHA 
TperbakoBckaa rajepea, Mockba 


Ara io Y 


Haxano XV B. 


z 


AS 


Er a ra 
> ALIS DI TAE TD AE 
in A as Ti 


Dparment 


POXJIECTBO XPUCTOBO THE NATIVITY OF CHRIST 


Tperbaxonckaa ranepea, Mockga Tretyakov Gallery, Moscow 


PparmenT  Hawano XV B. POX/JECTBO XPUCTOBO THE NATIVITY OF CHRIST Early Detail 


15th century 


Tperbaxosckaa ranepes, Mocka Tretyakov Gallery, Moscow 


Cosas BOFOMATEPb OJMIUTPUA 86 THE VIRGIN HODIGITRIA Migc1stn 
si centur) 
*Tpersskoscraa ranepea, Mockea Tretyakov Gallery, Moscow iS 


VII 


MKOHOCTAC 
KAK XVAIOXKECTBEHHbIó AHCAMBJIb 


THE ICONOSTASIS 
AS AN ARTISTIC ENSEMBLE 


XVI p. HAAHUMJI BO PBY JIBBMHOM 87 DANIEL IN THE LION”S DEN 16th century 


HoBropoJckná HCTOPuKO-APXHTEKTYPHbIó Museum of Architecture 
my3e4-3anoBeaHnnk, HoBropoA and Ancient Monument, Novgorod 


TIPOPOKM AAHMMII, AABMA M COJOMOH 


Tpereaxoscraa ranepea, Mockga 


88 


THE PROPHETS DANIEL, DAVID AND SOLOMON 15th century 


Tretyakov Gallery, Moscow 


TN O ES 


á 


RI it 


BOTOMATEPb 3HAMEHME 


Tpersaxorcraa ranepea, Mockga 


7 a A | 


89 THE VIRGIN OF THE SIGN Late 


15th century 
Tretyakov Gallery, Moscow 


Konen XV a. MPOPOK ME3EKUMJIb 90 THE PROPHET EZEKIEL Late 
> e 15th century 
Pycckmá my3e1%, Jlenuurpan Russian Museum, Leningrad 


YCHnEH—ME 
Dpmurax, Jlenmarpan 


91 


THE DORMITION 
Hermitage, Leningrad 


16th century 


HAPCKME BPATA 


Tperbaxosckas ranepea, Mockga 


97 


| 
| 
| 


A 


3 


E + 
A 


a ci 


THE ROYAL DOORS 15th century Haxano 


yy AO PEOPTUA 93 ST GEORGE Early 
XVI. 16th century 
Tretyakov Gallery, Moscow O 3MUE AND THE DRAGON 
TperbakoBCcKaa rasiepes, Tretyakov Gallery, 


Mockga Moscow 


THE APO: 


95. 96 


94 


ArIOCTOJI METP - APXAHTEJI MMXAMJI - BOTOMATEPb 


XVa. 


Tperbaxorckas ranepes, Mockga 


APOSTLE PETER - THE ARCHANGEL MICHAEL 


Tretyakov Gallery, Moscow 


THE VIRGIN 


XV». CHnAC HA MPECTOJE 


*Tperssko»cras ranepea, Mockea 


cr di 


15th century 


ST JOHN THE BAPTIST . THE ARCHANGEL GABRIEL - THE APOSTLE PAUL 


100 


OS 90 


| TIABEJI 


Tretyakov Gallery, Moscow 
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THE SAVIOUR ENTHRONED 


15th century XV 5. 
Tertyakov Gallery, Moscow 


MOAHH MPEATEGA - APXAHTEJI PTABPUMJI - AMOCTOJ MAB 


TpersbakoBckaa ranepea, Mockea 


Oxono 1502 r. HMOHUCHN DIONYSIUS 
APXAHTEJI MUXAMJI - BOTOMATEPb THE ARCHANGEL MICHAEL . THE VIRGIN 
Tpersaxoscraa rasepea, Mocksa Tretyakov Gallery, Moscow 


A A 


: 
: 
3 
| 


AA 


LEAD TARTA ETICA COD PALIO PIO A 


Oxono 1502 r. AMOHUCUM DIONYSIUS 
MOAHH MPEATEMJA - AMOCTOJI MABEJI ST JOHN THE BAPTIST . THE APOSTLE PAUL 
TperbaxoBckaa ranepes, Mockba Tretyakov Gallery, Moscow 


Oxono 1500. APXAHTEJI MMXAMII 105 THE ARCHANGEL MICHAEL e. 1500 
Pyccxuii myzeii, Jlemmarpan Russian Museum, Leningrad 


| 


E ejes — AR 


4 


AMÓ mer 


THE ARCHANGEL MICHAEL 1516 


APXAHTEJI MUXAMJI 106 
Pycckuú my3eú, Jlenmurpan Russian Museum, Leningrad 


1516 


XV ». (oxono MOJIANMIMECA HOBPOPO/ALIBbI THE PRAYING NOVGORODIANS 15th century 


14675.2) S 3 (e. 14672) 
Hosropo, c xHTORTyDHBIÍ Museum of Architecture 


my3eli-sanomenmux, Hosropoa and Ancient Monument, Novgorod 


VIII 
HOBrOPO/IICKAA NHKOHO[MINCb XV BEKA 


XVth CENTURY NOVGORODIAN ICON 
PAINTING 


Y 
a 
an Y 


Sn 
ec.o.o0. 


Dparmenr  XV»n. TNPOPOKMU AAHUMJI, AABUA UM COJOMOH THE PROPHETS DANIEL, DAVID 15th century Detail 
TperbakoBckaa ranepea, Mockga AND SOLOMON 
Tretyakov Gallery, Moscow 


AN a cris ame 


a Y POX/ECTBO XPUCTOBO 109 THE NATIVITY OF CHRIST First half 
*Tpersaxoscras ranepea, Mocksa Tretyakov Gallery, Moscow pa 


Konen XIV— DJIOP, MAKOB U JIABP 110 SS FLORUS, JACOB AND LAURUS Late 14th- 
mayano XV B. E bi early 15th 
Pycckuú my3eú, Jlemmurpan Russian Museum, Leningrad century 


Hasano XV ». AMUTPUÑ COJIYHCKUÁ CXKUTMEM 111 ST DEMETRIUS OF THESSALONICA 
Dpmurax, Jlemmarpan WITH SCENES FROM HIS LIFE 
Hermitage, Leningrad 


Early 
15th century 


Hauano XV B. YCMEHME iy lo THE DORMITION Early 
A A 15th century 
Pycckuú my3eíú, Jlenuurpan Russian Museum, Leningrad 


CTPAMHBM Cy Al 113 THE LAST JUDGEMENT Mid-15th 
pi 
*Tperssxoncras ranepea, Mocksa Tretyakov Gallery, Moscow : 


Dice rar 
ccalela inicie 


Cepenuna BUTBA HOBPOPOAMHEB C CY3AAJIBOAMMA 114 THE BATTLE OF THE NOVGORODIANS Mid-15th 
a (Uy 10 OT HKOHbI «3HamMeHne») WITH THE SUZDALIANS ina 
HoBropo1ckHú MCTOPHKO-APXHTEKTY PHbIá (The Miracle Worked by the Icon of the Virgin of the Sign) 
my3el-3anoBeamnk, Hosropon Museum of Architecture and Ancient Monument, 


Novgorod 


CTPAMHBIó CY A 5 THE LAST JU 
Tpersaxosckaa ranepea, Mockga Tretyakov G 


DparmenT  Cepenunma BUTBA HOBPOPO/IUEB 116 THE BATTLE OF THE NOVGORODIANS Mid-15th Detail 


XV n. century 


CCy3AAJIBUAMMA WITH THE SUZDALIANS 
(Uy xo OT HKOHBI «3HameHne») (The Miracle Worked by the Icon of the 


HoBropoJckunú MCTOPMKO-APpXMTEKTYPHbIú Virgin of the Sign) 


my3e%4-3anoBeAHak, Hosropoa Museum of Architecture 
and Ancient Monument, Novgorod 


Koneu XV a. 


BMUEBAHME XPUCTA. 
B3ATME NOA CTPAKY. 
HECEHME KPECTA. PACIATME 


HoBrOpOJCkHÍ HCTOPAKO-APXHTEKTYPABIA 
myzelí-3anonenmnr, Hosropon 


117 


THE FLAGELLATION OF CHRIST. 
TAKING OF CHRIST INTO CAPTIVITY. 
BEARING THE CROSS. THE CRUCIFIXION 


Museum of Architecture 
and Ancient Monument, Novgorod 


Late 
15th century 


Heycropommaa Bropas THOXBAJIA BOPOPOAMUBI 118 THE EXALTATION OF THE VIRGIN Second half Two-sided 
TaÓnerka TOJOBHBA 15th century tablet 
XV ». TperbaxoBckaa ranepea, Mocka Tretyakov Gallery, Moscow 


Dparmenr XV». yy AO O OJIOPE MU JIABPE SS FLORUS AND LAURUS 15th century Detail 
Tperpaxoscraa ranepea, Mocksa Tretyakov Gallery, Moscow 


XV n. 


yy JO O PJIOPE U JIABPE 
Tperbaxosckaa ranepea, MockBa 


120 


SS FLORUS AND LAURUS 
Tretyakov Gallery, Moscow 


15th century 


XVn. 


TEOPTMÁ NEIMÁ 
HOBrOPOACKHÍ HCTOPHKO-APXHTEKTYPHBIÍ 
myzetí-sanosenmmr, HoBropon 


121 


ST GEORGE ON FOOT 
Museum of Architecture 
and Ancient Monument, Novgorod 


15th century 


Cpenmnk Konen XV ». DdEAOP ATUJIAT ST THEODORE STRATILATES Late Centre 


15th century panel 


CHKMUTUEM WITH SCENES FROM HIS LIFE 
HoBropoJxckaá HCTOPHKO-ApxMTEKTYpHbIó Museum of Architecture 
My3e%-3an0BeAHHk, HoBropoa and Ancient Monument, Novgorod 


HEBEPME dOMBI 123 THE INCREDULITY OF THOMAS 
Horoponckulk HOTOPHKO-ApxHTEKTYpaBIA Museum of Architecture 
myzclí-sanomeamar, HoBropoz. and Ancient Monument, Novgorod 


Late 
15th century 


PDA RETTE AA 
xy A AR 


15th century 


124 THE RAISING OF LAZARUS 


BOCKPEMEHME JIABAPA 


XV a. 


Russian Museum, Leningrad 


Pycckmú my3e1ú, Jlenmarpan 


Komeu XV a. 


DEAOP CTPATMJIAT 
CXMTMEM 
Krelímo: Cuarme Pexopa co kpecra 
MCTO HCIIEJTCHKS AHTENOM 
HoBrOPONCKHÍ HCTOPHKO-APXHTEKTYPHBIA 
My3eñ-3anomenmuk, HoBropon 


125 


THE THEODORE STRATILATES 
WITH SCENES FROM HIS LIFE 


Border scene: The Deposition of St Theodore 
and His Healing by the Angel 


Museum of Architecture 
and Ancient Monument, Novgorod 


Late 
15th century 


IX 
ICKOB 


PSKOV 


Dparmenr — XIV—XV bn. TNAPACKEBA MATHMLIA ST PARASKEVA PYATNITSA 14th 15th Detail 
centur: 
CIKMTMEM WITH SCENES FROM HER LIFE , 


Ucropxmuecknú my3e%, Mockba History Museum, Moscow 


XV». 


PA 


TU > 


AMUTPUÁ CONYHCKMÁ 
Pycckuii my3eñ, Jlemmarpan 
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ST DEMETRIUS OF THESSALONICA 
Russian Museum, Leningrad 


15th century 
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14th century 
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APXAHTEJI PTABPUMII 
Pycckmú my3eú, Jlemuurpan 


XIV B. 


XIV a. 


OTPHEHHOE BOCXOX/JIEHME 
MJIBM MPOPOKA 


Mcropmsecknií my3eñ, Mockea 


129 


THE PROPHET ELIJAH 
AND THE FIERY CHARIOT 


History Museum, Moscow 


14th century 


Dparmenr  XVa. M3BPAHHBIE CBATBIE: HMAPACKEBA NAITHMUA, 130 SELECTED SAINTS: PARASKEVA PYATNITSA, 15th century Detail 
FPAFTOPUM BOFOCJIOB, GREGORY THE THEOLOGIAN, 
MOAHH 3JIATOYCT, BACAJIMÚ BEJIMKUóÓ JOHN CHRYSOSTOM, BASIL THE GREAT 


Tperbaxockaa ranepea, Mocka Tretyakov Gallery, Moscow 


XIV-XV no. POX/AECTBO BOTOMATEPM 131 THE NATIVITY OF THE VIRGIN 1415 
C U3BPAHHBIMM CBATBIMM WITH SELECTED SAINTS ps 
Co6pamue TI. Kopmua, Mockea The P. Korin collection, Moscow 


Oparmenr  XV5. COHMNIECTBME THE ANASTASIS 15th century Detail 
BO AA (The Descent Into Hell) 


Pyccknú my3eú, Jlemu4rpan Russian Museum, Leningrad 


Bropan COBOP BOTOMATEPM 133 THE SYNAXIS OF THE VIRGIN Second half 
once 14th century 
XIV. Tpersaxoscras ranepen, Mocrpa Tretyakov Gallery, Moscow A 


XV—XVI mp. POX/ECTBO XPUCTOBO 134 THE NATIVITY OF CHRIST 15th-16th 
tu 
C U3BPAHHbIMM CBATBIMM WITH SELECTED SAINTS id 
TckoBckMmÁ HCTOPMKO-Xy IOXeCTBEHHBIÓ My3e%, TickoB Art Museum, Pskov 


Dparmenr  XV—XVIbB, POXJECTBO XPUCTOBO THE NATIVITY OF CHRIST 15th-16th Detail 


century 


C U3BPAHHBbIMU CBATBIMM WITH SELECTED S. 


Texockuli Hcropaxo-xynoxectaenmbrit my3eñí, Tlcxon Art Museum, Pskov 


Dparmenr  XV—XVInn. POXJAECTBO XPUCTOBO 3 NA 7 C 15th-16th Detail 
century 
C U3BEPAHHbIMU CBATEBIMU h 


TIckoBckHá MCTOPuKO-Xy OXeCTRBEHHbI¡ My3eñ, MckoB Art Museum, Pskov 


Dparmenr COBOP BOTOMATEPM 3 SYNAXIS OF THE VIRGIN Second half Detail 


14th century 


Tpersaxo»craa ranepea, Mockpa y Sallery, Moscow 


Xx 
MECTHBIE HMKOJIB XV-XVI BEKOB 


XVth-XVIth CENTURY LOCAL SCHOOLS 


ls AR 


> : 


Detail 


Late 


15th century 


THE ENTOMBMENT 
Tretyakov Gallery, Moscow 
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DparmenT 


Lone XV o. COMECTBME 139 THE ANASTASIS o 
OA (The Descent Into Hell) AE 


"Tpersaxoncraa ranepen, Mockpa Tretyakov Gallery, Moscow 
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Komeu XV ». TNOJIOKEHME BO PPOB 140 THE ENTOMBMENT A eE 
cen: 
Tperbakosckaa ranepea, Mockpa Tretyakov Gallery, Moscow 2% 


XIV». BOFOMATEPb METPOBCKAA 141 THE PETROVSKAYA VIRGIN 14th century 


*Tpersaxonckas ranepea, Mockea Tretyakov Gallery, Moscow 


Dparment: 
boroma- 


TEPL M3 
«Brarone- 
men 


XV—XVI bp. 


HAPCKME BPATA 
My3eú apeBnepycckoro mHckyccr Ba 
umenu Annpes Py6nesa, MockBa 


142 


THE ROYAL DOORS 


Andrei Rublev Museum 
of Early Russian Art, Moscow 


15th-16th 
century 


Detail: 
the Virgin 
from the 
Annuncia- 
tion 


XV a. 


PJIOP, JIABP, BJACHÁ 
M MOHECT 
Pyccknlt myacú, Jlenmarpan 


143 


SS FLORUS, LAURUS, BLAISE 
AND MODESTE 


Russian Museum, Leningrad 


15th century 


E cit de 
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SA AAA 
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DparmenT xv— 


YyJ1O O OJIOPE U JIABPE, 144 SS FLORUS AND LAURUS, 15th-carly Detail 
Havano XVI p. 16th century 
BJIACUM, CUIMPUJOHUÓ BLAISE, SPIRIDONIUS 
Pycckuú my3e1, Jlenmurpan 


Russian, Museum, Leningrad 


XIV-XV no. HUKOJIA 3APAÚCKUMA 145 ST NICHOLAS OF ZARAISK tac 
CXKMUTUEM WITH SCENES FROM HIS LIFE 
Kelimo: Poxnenne Huxozter Border scene: The Narivity of Nicholas 
Pyccxuli my3eñ, Jlenmarpan Russian Museum, Leningrad 


XVI s MOAHH 3JIATOYCT 146 ST JOHN CHRYSOSTOM 16th century 


ApxanHresibckaú my3e4 1300pa3HTeJIbHbIX MCKYCCTB, Museum of Fine Arts, Arkhangelsk 
ApxaHTreJIibck 


XVIa, 


HUKOJIA OMIEYHBIó, HEMCYC 
U U3BPAHHBIE CBATBIE 
HA TIOJAX 
Pycexuii myaeñi, Jlemmrpan 


147 


ST NICHOLAS (HEAD AND SHOULDERS), 
THE DEESIS AND SELECTED 
SAINTS ON MARGINS 
Russian Museum, Leningrad 


16th century 


XVI a. yy AO O PJIOPE U JIABPE 148 SS FLORUS AND LAURUS 17th century 
My3ek 1300pa3uTeJibHoro Museum of Fine 
KM MPAKJIAAHOTO MCKYCCTBA, CMONEHCK and Applied Arts, Smolensk 


XVI». MJIBA MPOPOK 149 THE PROPHET ELIJAH 16th century 
Pycckuli my3eí, Jlenmarpan Russian Museum, Leningrad 


XI 
AMOHMACUM U ETrO BPEMA 


DIONYSIUS AND HIS TIME 


Dparment Koneu XV a. AMOHUCUA 150 DIONYSIUS Late Detail 
AJIEKCUÁ MMTPOTMOJIMT ST ALEXIUS, METROPOLITAN 15th century 


CXHKMTUEM OF MOSCOW, WITH SC 
Tperbakosckas ranepea, Mockba FROM HIS LIFE 


ES 


Tretyakov Gallery, Moscow 


Konen XV a. 


IMOHUCHA 
AJIEKCHÁ MMTPOTMNOJIMT 


CXKMTMEM 
Kaeitmo: Poxnenne Enerepua-Anexcua 
Tpersaxoncras ranepea, Mockea 


151 DIONYSIUS Late 
ST ALEXIUS, METROPOLITAN Al 


OF MOSCOW, WITH SCENES 
FROM HIS LIFE 
Border scene: The Birth of Elevfery-Alexius 
Tretyakov Gallery, Moscow 


Koneu XV n. 


HIMOHACHÍ 
AJIEKCMÁ MUTPOTMOJIMT 
CXKMUTMEM 


Kreúímo: O6perenne monmeiñ 


TperbakoBckaa rasepea, Mocka 


152 


DIONYSIUS Late 
ST ALEXIUS, METROPOLITAN AS 


OF MOSCOW, WITH SCENES 
FROM HIS LIFE 
Border scene: The Discovery of the Remains 
Tretyakov Gallery, Moscow 


Konen XV B. IMOHUCHAR 
AJIEKCHúÁ MUTPOTMOJIMT 


CXMTMEM 
Knelimo: Uyao 06 ymepuiem MJ1aJ1eHue 
Tperssxoncras ranepen, Mocksa 


153 


DIONYSIUS 
ST ALEXIUS, METROPOLITAN 


OF MOSCOW, WITH SCENES 
FROM HIS LIFE 


Border scene: The Miracle Worked Over the Deceased Infant 
Tretyakov Gallery, Moscow 


Late 
15th century 


Konen XV ». 


JIMOHUCHA 
AJIEKCAÁ MMTPOTMIOJIMT 


CIHKMTMEM 
Kneúmo: Uyno 06 ymepuiem M/J1aJJeHte 
TperbakoBckaa ranepea, MockBa 


154 


DIONYSIUS 
ST ALEXIUS, METROPOLITAN 


OF MOSCOW, WITH SCENES 
FROM HIS LIFE 
Border scene: The Miracle Worked Over the Deceased Infant 
Tretyakov Gallery, Moscow 


Late 
15th century 


Oparmenr — Oxono 1500. AMOHUCHA DIONYSIUS 
PACHMATME THE CRUCIFIXION 
Tperbsonckaa ranepea, Mockpa Tretyakov Gallery, Moscow 


Detail 


e. 1500 


156 DIONYSIUS 
THE CRUCIFIXION 
Tretyakov Gallery, Moscow 


HMOHHACUM 


Okono 1500 r. 


PACIMATME 
TperbakoBckaa ranepea, Mockba 


Oxono 1500 1. HIKOJA JMOHUCHA 157 SCHOOL OF DIONYSIUS e. 1500 
HIECTOAHEB THE HEXAMERON 


Tpersaxoncras ranepes, Mocksa Tretyakov Gallery, Moscow 


Dparmenr  Oxoxo 1500 r. HIKOJA IMOHUCMA 158 SCHOOL OF DIONYSIUS e. 1500 Detail 
MIECTOAHEB THE HEXAMERON 


TperbakoBCkaa ranepea, Mocksa Tretyakov Gallery, Moscow 


Oparmenr  Oxono 1500. ATIOKAJIMIICUC 160 THE APOCALYPSE c. 1500 Detail 
Y cnenckuíú coóop Mockosckoro KpemJia The Dormition Cathedral of the Moscow Kremlin 


Dparmerrr — Oxono 1500 r. ATOKAJIMTICUC 161 THE APOCALYPSE 0.1500 Detail 
Vcnenckuli coSop Mockockoro Kpemza The Dormition Cathedral of the Moscow Kremlin 
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AMoKAJIMIICUC 
Yenenckaá co6op Mockosckoro Kpemna 


Oxono 1500 r. 


Dparment 


Oxono 1500. O TEBE PAJYETCA» “IN THEE REJOICETH” e. 1500 


Yenenckmá cobop Mockosckoro Kpemna The Dormition Cathedral of the Moscow Kremlin 


Oxono 1500 r. HIKOJIA IMOHUCUA 164 SCHOOL OF DIONYSIUS e. 1500 
YBEPEHME POMBI THE INCREDULITY OF THOMAS 


Tperbaxosckas ranepea, Mockga Tretyakov Gallery, Moscow 


Oxoxo 1502 r. 


AMOHUCHA 
TPMTOPHMÁ BOFOCJIOB 


Pycckaú my3eñ, Jlenmurpan 


165 


DIONYSIUS 
ST GREGORY THE THEOLOGIAN 
Russian Museum, Leningrad 


e. 1502 


XII 
MNEPBAA MOJIOBMHA XVI BEKA 


FIRST HALF OF-THE XVIth CENTURY 


XVI». MNMAPACKEBA MAITHAUIA 166 ST PARASKEVA PYATNITSA 16th century 
Pycckmú my3eíú, Jlenmurpan Russian Museum, Leningrad 


Hasuano XVI a. TMOKPOB 167 THE INTERCESSION 


Early 
z 16th century 
Pycckuii my3eñ, Jlenmarpan Russian Museum, Leningrad 
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16th century 


em 
me 


A A 


THE INTERCESSION 
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MOKPOB 
Pycckuú my3e4, Jlemuurpan 
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Haxano XVI B. 
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«bparment— Hasano XVI «O TEBE PAAYETC “IN THEE REJOICETH" 
Tpersaronckaa ravepea, Mockea 


Early Detail 


16th century 
Tretyakov Gallery, Moscow 


PparmenT Hauano XVI B. «O TEBE PAJIYVETCA» “IN THEE REJOICETH” Early Detail 


16th century 


Tperbaxosckaa ranepea, Mocka Tretyakov Gallery, Moscow 


Hauano XVI». 


TEOPrMú CXMTMEM 


Kneñmo: Kosecomanme cBaToro 


Myaek apebnepycckoro HeKyccraa 
nuenn Arnpea Pyóneza, Mockea 


171 


ST GEORGE WITH SCENES 
FROM HIS LIFE 
Border scene: The Breaking on the Wheel of St George 


Andrei Rublev Museum 
of Early Russian Art, Moscow 


Early 
16th century 


Hauano XVI ». HEMHECTUABEL CTPEJNAET 172 THE INFIDEL SCHOOTING ce cent 
centul 
B UKOHY PEOPTMA AT THE ICON OF ST GEORGE di 
Pyccknú my3eñ, Jlenuurpaa Russian Museum, Leningrad 


Hawano XVI ». BJIAAMMHP, BOPUC U MIEB 173 SS VLADIMIR, BORIS AND GLEB Lan Early 
th century 


CKMTMEM BOPHCA MU MIEBA WITH SCENES FROM THE LIVES 
Kneñimo: Taltnoe norpe6enne Brammupa OF SS BORIS AND GLEB 
Tpersaxoncraa ranepea, Mockga Border scene: The Secret Burial of Vladimir 


Tretyakov Gallery, Moscow 


a BJIAAMMMP, BOPUC MU MJIEB 174 SS VLADIMIR, BORIS AND GLEB Early 


16th 
C>KMTMEM BOPHCA M TMJIEBA WITH SCENES FROM THE LIVES A 
Kneñúmo: Bopuc MOJIKTCA NEpea marpom OF SS BORIS AND GLEB 
Tperbakorckaa ranepea, Mockba Border scene: Boris Praying Outside the Tent 


Tretyakov Gallery, Moscow 


Hauano XVI». MOAHH BOTOCJIOB 5 ST JOHN THE THEOLOGIAN ES Po. 
CXMUTUEM WITH SCENES FROM HIS LIFE 
Kneñmo: Pomana 4 Moamn Border scene: Romana and St John 
Bonoronckmh xpaepenseckmiá my3eií, Bonorna Museum of Local Studies, Vologda 


Haxano XVI B. MOAHH BOFOCJIOB 176 ST JOHN THE THEOLOGIAN se Pesca 
CXMTMEM WITH SCENES FROM HIS LIFE 
Kneúmo: M36nenme Moamna Border Scene: The Flagellation of St John 
Bonoronckaú kpaesenueckaáú my3ek4, Bonorna Museum of Local Studies, Vologda 
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XVI». TETP MU MABEN 177 SS PETER AND PAUL 16th century 
CHUTMEM WITH SCENES FROM THEIR LIVES 
HobrOpozCkHl HCTOPHKO-ApxHTEKTYPHBIA Museum of Architecture 


Mmy3eli-3anoeammk, HoBropoa and Ancient Monument, Novgorod 


XVI». NMETP U MABEJI 178 SS PETER AND PAUL 16th century 


CXKMUTMAEM WITH SCENES FROM THEIR LIVES 
Knelñímo: Masen Ha mope Border scene: St Paul at Sea 
HoBropoackHaó MCTOPuKO-APpxXHTEKTYpHbIá Museum of Architecture 


my3e%-3anoBeaHnk, Hosropoa and Ancient Monument, Novgorod 


Hawano XVI». 


HUKOJIA 3APAÚCKUÓ 179 
CXKMUTMEM 
Kneñmo: Haxoxa m3roHaer Úeca 


My3elí apeprepycckoro Heryccrea 
amena Ampes Pyóneza, Mocxea 


ST NICHOLAS OF ZARAISK 
WITH SCENES FROM HIS LIFE 
Border scene: Nicholas Exorcises the Devil 


Andrei Rublev Museum 
of Early Russian Art, Moscow 


Early 
16th century 


XVI»b. 


MOAHH BOPOCJIOB 
CHKMUTMEM 
Kuneñímo: PaGorHble JHEOJHH KOMAFOT 3EMITIO 


Cy3HaJIbCKHÁ HCTOPHKO-XY HOXECTBOHHBIÁ My3e1, 
Cy3nab 


180 


ST JOHN THE THEOLOGIAN 
WITH SCENES FROM HIS LIFE 
Border scene: Labourers Digging the Earth 
Art History Museum, Suzdal 


16th century 


XVI». TNAPACKEBA MAITHUIA 182 ST PARASKEVA PYATNITSA 16th century 
Hannonarbabilí my3e4, CrokroJibmM National Museum, Stockholm 


a BBEJIEHME BO XPAM 183 THE PRESENTATION IN THE TEMPLE 16th century 


CXMTMEM MAPUM WITH SCENES FROM THE LIFE 
Kneiimo: Monenne o nocoxax OF THE VIRGIN 
Tpersaxoncras ranepea, Mockea Border scene: Prayer About the Croziers 


Tretyakov Gallery, Moscow 


184 ST NICHOLAS WITH SCENES 16th century 


HUKOJIA CHKMTMEM 
Kneñímo: HukoJia aBJIaerca Tpem MyXam 


XVI B. 


FROM HIS LIFE 
Border scene: St Nicholas Appears 


to the Three Men in the Dungeon 


B TEMHMUE 


My3eíí 1peBHepycckoro MCKyccTBa 


Andrei Rublev Museum 
of Early Russian Art, Moscow 


umena Amupea Pyónesa, MockBa 
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Niepoan BUJAEHME MOAHHA JIECTBU4HAKA THE VISION OF ST JOHN CLIMACUS First half 
Ecco 185 16th century 
Pycckui my3eñ, Jlemmurpan Russian Museum, Leningrad 


a CMMEOH TMPABEAHbIM 186 ST SIMON THE PIOUS Mid-16th 
B. , 
TperbaxoBckaa ranepea, Mocka Tertyakov Gallery, Moscow A: 


Dparmenr  Komeu XV a. uy AO TEOPTMA O 3MME ST GEORGE AND THE DRAGON Po Late 
¡Sth century 


Tperbaxorcrán ranepea, Mocksa Tretyakov Gallery, Moscow 
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16th century 


E DRAGON 
The P. Korin collection, Moscow 
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XVI B. 


Dparment 


XVia. APXAHTEJI MUXAMJI 189 THE ARCHANGEL MICHAEL 16th century 


PrIGnHcknil 1CTOPHKO-xYAOXeCTREHMB My3eñ, Art History Museum, Rybinsk 
Poiómnck 


XIII 
BTOPAA MOJIOBMHA XVI BEKA MU XVII BEK 


SECOND HALF XVIth AND XVIIth CENTURIES 


£ 


id ll: 


_ Komeu XVI p. Yy AO PEAOPA TAUPOHA 194 ST THEODORE TIRON En ca 
centul 
Pyccknú my3eú, Jlenmurpaa Russian Museum, Leningrad de 


Koneu XVI b. TIPOKOMIMA 4MPUH 195 PROCOPIUS CHIRIN Late 
HUKUTA-BOMH ST NICETAS THE WARRIOR asa 
Tpersakosckas ranepea, Mockga Tretyakov Gallery, Moscow 


Cpenmak 


Koseu XVI-— 
mauano XVI p. 


HMKMDOP CABUH 
OTEHECTBO 


TperbskoBckas ranepes, Mockba 


196 NIKIFOR SAVIN 
THE NEW TESTAMENT TRINITY 


Tretyakov Gallery, Moscow 


Late 16th- 
early 
17th century 


Centre 
panel 


Cepenna APXAHTEJI MUXAMJEBOEBOJIA 197 THE ARCHISTRATEGUS MICHAEL Mié-ITOn 
XVI century 
ps Co6panme TI. Kopnna, Mocka The P. Korin collection, Moscow 


1676 


CUMOH VUIAKOB 
APXAHTEJI MUXAMII, 


NOTMNMPAFIIMÁ JABABOJIA 
TperbakoBckaa ranepea, Mocka 


198 SIMON USAKOV 1676 
THE ARCHANGEL MICHAEL 


TRAMPLING THE DEVIL UNDERFOOT 
Tretyakov Gallery, Moscow 


Mocnenx OTUE HAII 199 “OUR FATHER” Last 
sermepro jarte 
XVI». Kueñimo: «M He BBeJm nac BO HCKy nene» Border scene: “Lead Us Not Into Temptation” tren <omaary 


Pyccknii my3eñ, Jlenmurpan Russian Museum, Leningrad 


Cepenuna ABPAAM 200 ABRAHAM Mid-17th 
XVI n. century 


My3eú npeBHepyeckoro mckycorBa Andrei Rubley Museum 
umenu Anupea Py6nesa, Mockba of Early Russian Art, Moscow 


Dparmenr 1689 'H OMJTATEEB TIKHON FILATYEV Detail 
MOAHH MNPEATEJA B MYCTHIHE ST JOHN THE BAPTIST IN THE WILDERNE: 
CO COEHAMM KUTMA WITH SCENES FROM HIS LIF 


Tperbaxosckas ranepes, Mockga Tretyakov Gallery, Moscow 


Dparment  Bropan UJIBA MPOPOK C HKMUTUEM THE PROPHET ELIJAH Second half 
nOnoBHHa 17th century 


XVI n. Hepxos5 Mymbm Mpopoka, ApociaBJb WITH SCENES FROM HIS LIFE 


Church of the Prophet Elijah, Yaroslavl 
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CUMBOJI BEPbI THE SYMBOL OF FAITH 


Myaeñí «Konomenckoe», Mockga Kolomenskoye Museum, Moscow 


NHOACHEHMA K TABJIMOAM 


NOTES TO PLATES 


CHnmMcoK TABJIMU 


LIST OF PLATES 


. 
B cono o Comi dopmarom 
AMAÓOMA M CTO CIPYKTIPON paame= 
PH DOCIpoMannEIMA OTACMAAX 
pArmenToD MOM MPEIBMIALOT MX 

HATYDANDEYIO BETA. 


NHOACHEHMA K TABJIMUOA M 
NOTES TO PLATES 


TIpu cocTaBneHna HacToxtIXÓx nONCHEHIÑ ABTOP HO IB3OBANCA 
PAHOM MY3CÍÍHbIX H BBICTABOYHBIX KATAJOFOB, B MEPBYIO 


.oxepen» Karamorom Apemmepyccroli Jkmmommcn p Tperba- 


kosckolí ranepee (I—II Tr.), nomroronemmbim B. M. Ape 
ononoli u H. E. Mhesol. O/maxo abtop e Gounod ocro- 
POXHOCTBIO MOMXOMHI K 34/xa Me ATPDHÓYIMH M HATMPOBKH 
MHOFHX ApeBHepyccKux som. B Hacrosillee BDEMA 3AMETHO 
Bo3poc OGIlt mTepec K ATpHÓYIMAM BHOBE OTKPEITBIX 
TIAMATHNKOB M K NCPEATPAÓYMHH CTAPEIx. Tlpn 9TOM HOBELC, 
CeHiCanMOHHBIS ATDHÓYIMA HEPEJIKO BBIBHTAIOTCA HA O4eHb 
marknx ocnonammax. Mxony «Boromateps Jlonckas» cmpa- 
BEJUIMBO MPHHATO OTHOCHTE K paboram camoro Deopaña 
mm ero nocnexopateneí. Mexay tem Jl. Jinpuma npa- 
nucsinaer n306paxenme BoroMaTepH Ha 9TOÍ HKOHE HEKOEMY 
CepÓHHy, KOTOPEIÍ, COFIIACHO JIETOMHCHEIM HAHHBIM, YCTPOMA 
wachl BO ABOPE MOCKOBCKOTO BesHKOrO KHA34, Enga Jn He 
CHHHCTBEHHbIM OCHOBAHMCM JUIA TAKOFO YTBEPAJCHMA CIY= 
our TO, ro Jo Jomckolt BoromaTepH HAnoMHHJO ab- 
TOPY JMIA BOMHA H ANTENA B ABYX CEPÓCKHX POCHHCAX 
XIV 5. B HACTOAUNX MOACHEHIAX MONOÓHOTO poa Gecnow- 

BEHHbl€ THTIOTE3BI HO TIPHHAMAOTCA BO BHUMAHHC. 


BOFOMATEPb BJIAAMMUPCKAA 

Dparment*. 

Tlpunesena u3 KoncranTHHonona. 

Tleppaa nonopnia XH p. 10070. 

Tpersaxonckas ranepea, MockBa. 

OT MepromanaJmuoli >KHBOMUCA COXPAMMIIMCE JUMUIb Je 
na Boromatepm m mnanemua. Penvañinimi no rnyónme 
3AMBICIA M COBCPIICHCTBY >KHBOMHCH HAMATHMK BH3AH- 
Tulickoro mexyccrsa. HekoTOpble aHaJorHH emy — 9To 
nuua B Óoxee no3amax pocrmcax Jimmrpuesckoro cobopa 
po Branumnpe. 

Jinr.: M. Alpatoff und V. Lazareff, Ein byzantinisches Tafel- 
werk aus der Komnenepoche. —«Jahrbuch der Preussischen 
Kunstsammlungen», Bd 46, 1925, S. 140-155; B. Anmonoca, 
K Bonpocy O nepromavabnolí komIo3HIuan Hom Bara 
mupekoi Boromatepm. — «Bmxantmlickulí Bpementmio, 
T. XVII, M., 1961, crp. 198-205. 


APXAHTEJI MMXAMJI 

Ma Hosropoxa. 

XIV b. 8663. 

Tperbaxorckas rasepes, Mockña. 

Mkoma cocramjana “acrb norpyamoro «“mma. Hanbonee 
BEPOATHO HOBTOPOJICKO€ TIPOHCXOKJCHHO HKOHBI. 

Jlur.: H. Comes, Vixona apxamresa Muxama n3 coOpanma 
C. TT. Pa6yumuckoro. — «Pycckaa mkona», c6. 2, Cn6., 
1914, crp. 99-109. 


APXAHTEJI PABPUMJI 

Ys co6opa momacreipa Moamna 3naroycra 

ma Kunpe. 

XIIEXIV pb. (2) 66% 38. 

Myaeíi, Huxocua. 

Uikona cocrabJisura MacTb HOTPy/IHOTO WMHA. ÁHAJNOTHM: 
G. Sotiriou et M. Sotiriou, Icones du Mont Sinai, vol. 1, 
Athénes, 1956, tabl. 73, 237. 

Jlur.: «Coxposma Kunpa», M., 1970, crp. 79. 
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In compiling these notes the author has made use of a 
number of museum and exhibition catalogues, and first of 
all the Catalogue of Early Russian Art in the Tretyakov 
Gallery (vols 1 and I1) prepared by V. 1. Antonova and 
N. Y. Mneva. However, the author has approached the 
task of attributing and dating many early Russian icons 
with great caution. General interest in the attribution of 
newly discovered relics and the re-attribution of already 
known ones has grown markedly. But new and sensational 
attributions are often proposed on the basis of very flimsy 
information. Customarily, the Virgin of the Don icon is 
justifiably ascribed to Theophanes the Greek or his fol- 
lowers. Yet L. Lifschitz attributes this particular image of 
the Virgin to some Serb who, according to a chronicle, 
installed the clock at the court of a Grand Prince of Mos- 
cow. Perhaps the only foundation for such an assertion is 
the fact that the face of the Virgin in this icon reminded 
Lifschitz of the faces of a warrior and an angel in two 
14th century Serbian murals. The present notes ignore 
groundless hypotheses of this kind. 


THE VIRGIN OF VLADIMIR 

Detail*. 

Brought from Constantinople. 

First half 12th century. 100 x70 

Tretyakov Gallery, Moscow. 

OF the original painting only the faces of the Virgin and 
Child survive. A rare masterpiece of Byzantine art in its 
artistry and profundity of conception. An analogy may 
be drawn with faces of later murals in the Cathedral 
of St Demetrius in Vladimir. 

Bibliog.: M. Alpatoff und V. Lazareff, Ein byzantinisches 
Tafelwerk aus der Komnenepoche, in “Jahrbuch der Preus- 
sischen Kunstsammlungen”, Bd. 46, 1925, S. 140-155; 
V. Antonova, On the Question of the Original Composition 
of the Virgin of Vladimir Icon, in “Vizantiisky vremen- 
nik”, 

vol. XVIII, Moscow, 1961, pp. 198-205 (Russ.). 


THE ARCHANGEL MICHAEL 

From Novgorod. 

14th century. 86 x 63. 

Tretyakov Gallery, Moscow. 

The icon was part of a half-length Deesis. Most probably 
of Novgorodian provenance. 

Bibliog.: N. Sychev, The Icon of the Archangel Michael 
from the S. P. Ryabushinsky Collection, in “Russkaya 
Ikona”, fascicle 2, St Petersburg, 1914, pp. 99-109. (Russ.). 


THE ARCHANGEL GABRIEL 


From the Cathedral 

of St John Chrysostom in Cyprus. 

13th-14th century (?). 66 x 38. 

The Museum in Nicosia. 

The icon was part of a halflength Deesis. Analogies: 
G. Sotiriou et M. Sotiriou, Icones du Mont Sinai, vol. I, 
Athénes, 1956, tabl. 73, 237. 


Bibliog.: “Tresors de Chypre”, Paris, 1967, p. 113. 
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In connection with the big size of 
the album and the peculiarites of 
its structure the dimensions of the 
separate details of the icons in the 
album exceed their natural size, 
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BJIATOBEHIEHME 

M3 Tponue-Cepruenol JaBpat. 

XIV B. 4334, 

Tperbakocraa ranepea, Mockba. 

Uixoma, Bmnumo, manucama ma Pycn (cocnomaa HOCka). 
Meprbl MANICONOroBcKoro Cruna a urype apxamrena 4 
apxurerTypuom ome. Onmaxo komno3muma Óonee put- 
MIA, “EM B WHCTO BR3ARTUÑÍCKHX Hxomax. Hanmonasb- 
HOCTE XYAOKHHKA HC MOJULACTCA ONPEAENCHMLO. 

Jlur.: M. Alpatoff, Eine Verkiindigungsikone aus der Paláo- 
logenepoche in Moskau. — «Byzantinische Zeitschrift», 
Bd XXV, 1925, S. 347. 


AHAPEM PYBJIEB 

APXAHTEJI MUXAMJI 

Dparmenr. 

3 3nenuropona. 

Hauano XV p. 158x108. 

Tperbaxonckaa ranepea, Mockña. 

HecmoTpa HA HAparmmbl, JMUO COXPAHMJIOCE  IYMIIE, 
wem sua aurenos «Tpomub». Crenopamme Bu3amruli- 
ckoó HxoHorpaqmn MH KMBONHCHOÁ TEXHHKC HC MCKMIO= 
Mano Teopueckoli cmoGoJÓ menmkoro Macrepa. O6pa3 
TsIyGOKHÍ, OMYXOTBOPCMMbIÍ,  ROFBBIMICHADIA, MAA, 
Geaympeumbiti no nponopumam mM putmy. Bce AOCTHTHYTO 
IIPC/ENbHO MPOCTHIMM CPEACTBAMA. 


Jlur.: M. Aanamoo, Aunpeii PyGnen, M., 1959, crp. 14, 15. 


APXAHTEJI PABPUMJI 

Pparment. 

Ma Bbicouxoro moHactbipa p Cepriyxone. 

1387—1395. 146 x 106. 

Tperbakosckaa ranepea, Mockba. 

TIpuHaro CUMTATb, WTO BCE HKOMbI ITOFO MMHA BRINOSE- 
Heb B KOHCTAHTHHONONC, XOTA HAMHCAHbI HA JMMO- 
BbIx HOCKaX. B CHIIY9THOCTA, B OTCYTCTBMM Pe3Kux ÓJmo 
xoB ecrb Hexoropas Ónm3ocre k pyccko uikone. Ho 
TIO KOHTpactTy K 3BeHHTOPOACKOMY MMHY BCO e Ónmke 
K BH3aHTHlickoñ 1IKOJe. 

Jlur.: B. Jlazapes, HoBbie MAMATHMKH BHSAHTHÍCKOM KHBO= 
mucn XIV p, — «Buzanrulickah ppemenuko, T. IV, M., 1951, 
erp. 122—131, 


AMUTPUÑ CONYHCKMÁ 

Haxano XV p. 26x 35. 

Myaeli npunannoro nexyccraa, Bearpan. 

B ormume OT Bm3amTilickux HKoH Ha Ty xe Temy (na- 
mpumep, Peopria 1 Jmurpua 1 Dpmurraxxe, — cm.: H. Jue 
xaues, MAtTepuasbl JUIA HCTODMM PYCCKOTO HKOHOMMCA= 
mms, 4. L, Cn6., 1906, 1aGn. 36) cumnee mbicrynaer 
emnyor. B 31oM Ómm3ocre Hxombr k pycckom uxone, Ho 
B OTMUME OT Hee opmbI Gonee pacwiememmbie Mm Gec- 
HOKOÑNBIE. 

Jiwr.: S. Radojéié, Die serbische Ikonenmalerei vom 12 Jh. 
bis zum 1450. — «Jahrbuch der ósterreichischen byzanti- 
nischen Gesellschaft», 1956, V, S. 82. 


TEOPruú 

Ma coOpanna A. AnucnmoBa. 

Hasano XVI. 3127. 

Ha o6opore naJnuc: 

«Tluma Jlanino Moxalicka». 

Tperpskorcraa ranepes, Mockga. 

B burype MHOTO OMCPrHM, HO COXPAMACTCA eNBHOCTE 
CHnyaTa, MaJembKa HKOHKA CBOCÍ MOMYMCHTAJIBHOCTALO 
HArommhaer BOMHOB BO (ppeckax Depanomroma MOHa- 
CTbIpa. 


THE ANNUNCIATION 

From the Trinity-Sergius Lavra. 

14th century, 4334, 

Tretyakov Gallery, Moscow. 

Was evidently painted in Rus (pine board). Some features 
of the Paleologue style in the figure of the Archangel and 
architectural background, but a more rhythmic composition 
than that in purely Byzantine icons. The nationality of the 
artist cannot be defined. 

Bibliog.: M. Alpatoff, Eine Verkiidingungsikone aus der 
Paláologenepoche in Moskau. — “Byzantinische Zeit- 
schrift”, Bd XXV, 1925, S. 347, 
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ANDREI RUBLEV 
THE ARCHANGEL MICHAEL 

Detail. 

From Zvenigorod. 

Early 15th century. 158 x 108. 

Tretyakov Gallery, Moscow, 

Despite the scratches the face is in a better state than the 
faces of the angels in the O/d Testament Trinity. Adherence 
to the Byzantine inconography and painting technique did 
not rule out creative freedom of the great master. The image 
is profound, inspired, lofty, fine, and impeccable in propor- 
tion and rhythm. Everything is achieved with extremely 
simple means. 

Bibliog.: M. Alpatov, Andrei Rublev, Milano, 1962, p. 23. 
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THE ARCHANGEL GABRIEL 

Detail. 

From the Vysotsky Monastery in Serpukhov. 

1387-1395, 146 x 106. 

Tretyakov Gallery, Moscow. 

It is customary to consider all the icons of this Deesis as 
executed in Constantinople, though they were painted on 
lime panels. There is a certain closeness to the Russian 
school in its silhouette character and the absence of sharp 
highlighting. But it is closer to the Byzantine school than 
the Zvenigorod Deesís. 

Bibliog.: Y. Lazarev, New Monuments of 14th Century 
Byzantine Painting, in “Vizantiisky vremennik”, vol. 1V, 
Moscow, 1951, pp. 122-131 (Russ.). 


12 
ST DEMETRIUS OF THESSALONICA 


Early 15th century. 26 x 35, 
Museum of Applied Art, Belgrade. 

The silhouette is stronger here than in the Byzantine icons 
on the theme (for example, St George and St Demetrius 
in the Hermitage—see: V. Likhachev, Material for the 
History of Russian Icon Painting, part l, St Petersburg, 
1906, plate 36—Russ.). This indicates a closeness of the 
icon to the Russian school, but its forms are more restless 
and fragmented. 

Bibliog.: S. Radojéié, Die serbische Ikonenmalerei vom 
12 Jh. bis zum 1450, in “Jahrbuch der ósterreichischen 
byzantinischen Gesellschaft”, 1956, V, S. 82. 


13 
ST GEORGE 


From the A. Anisimov collection. 

Early 16th century. 3127. 

The inscription on the reverse reads: 

«Pima Danilo Mozhaiska». 

Tretyakov Gallery, Moscow. 

There is much energy in the figure. The integrity of the 
silhouette is preserved. With its monumentality the figure 
in this small icon resembles the warriors in the frescoes 
of the Ferapontov Monastery. 
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YETBIPEXYACTHAA HKOHA 
Koelimo: Bocxpemenne Jlasapa. 

M3 Feopruescrok nepxam 

» Hosropoze. 

Hasano XIV ». 103X77. 

Pycckud my3elí, Jlemmurpaz. 

B nonuepkyTom ApamaTmame cuen — OTAanemmbe 
OTTONOCKH MOBTOPOJCKHX CTEHHBIX pocmucelí xonua XIV D. 
Cxoamas ramma kpacox p munmariope XV ». («Ipen- 
mepycckoe mexycerso», M., 1970, TaGn. ma crp. 356, 
357). 

Jlur.: O. Wulf und M. AlpatofT, op Cit., S. 162. 


FOUR-PART ICON 

Border scene: The Raising of Lazarus. 

From the Church of St George 

in Novgorod. 

Early 14th century. 10377. 

Russian Museum, Leningrad. 

Some echoes of late 14th century Novgorod wall painting 
can be discerned in the heightened dramatism of the scene, 
A similar gamut of colours is found in the 15th century 
miniatures (“Drevnerusskoye iskusstvo”, Moscow, 1970, 
pls. on pp. 356, 357). 


Bi O. Wulf und M. Alpatoff, op. cit., S. 162. 
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BOCKPEIMIEHME JIAZAPA 
M3 Bockpecenckoro co6opa » Kaumne. 

Konen XV ». 10281. 

Pyccxul my3el, Jiemmnrpan. 

Hactb npasnuuunoro pana Hxomocraca. B konopute m3- 
pecrHaa Óxmaocre x mockonekol mxoxe. JIpamarmam buryp 
Xpucra m Jlasapa 3arnymaerca xpomarmueckmm Gorar- 
CTBOM HCNOFO. 

Jlnr.: FO. Jmumpueo, Kamuncxne HAMATHBKH. — «Coo6- 
menma Pocyapermemmoro Pycexoro my3es», es. H, JL, 
1948, crp. 4345. 


THE RAISING OF LAZARUS 

From the Cathedral of the Resurrection in Kashin. 

Late 15th century. 102x81. 

Russian Museum, Leningrad. 

Part of the Church Feasts Range of the iconostasis. The 
colours show a certain closeness to the Moscow school. 
The dramatism of the figures of Christ and Lazarus is 
subdued by the chromatic wealth of the icon as a whole, 
Bibliog.: Y. Dmitriev, Kashin Monuments, in “Soobshche- 
niya Gosudartsvennogo Russkogo Muzeya”, fascicle II, 
Leningrad, 1948, pp. 43-45 (Russ.). 
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BOFOMATEPb YMMJIEHME 

is co6panna M. Ocrpoyxoña. 

+ XV—Haxano XVI b. 26X 23. 

Tperbakosckaa ranepea, MockBa. 

Mona, pmHÚmo, HoBroponcroí mposmuumn. O6pamaer 
DHUMAHHC YTJIOBATEIÍ KOHTYP pMrYPEI MIIAJEHNA M CKNA= 
OK ero miania. KoHTypb! MONYCPKHYTbI M B JIMUE, B Ópo- 
pax Mapun m p ee mame. Ánanorma: «BOromMaTepb 
Vmnsenme (Tonrexaa TlonkyGenckas)», XV B. (Barop- 
CKuÍ HCTOPMKO-XYHOKeCTBEHHBIT MY3el-3anmoBe Amr, 3a- 
Tope). 

Jimr.: A. Tpuuenxo, Pycckan MKOMA KAK HCKYCCTBO HBO= 
mucx. — «Bonpocar JmMBONHCA», BBIM. 3, M., 1917, crp. 151. 
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BOFOMATEPb APOCJIABCKAA 
Ma co6pana M. Ocrpoyxoa. 
Cepenuna XV a. 54 42. 
Tperbakorckaa ranepea, Mockga. 
+ Tlpexne MKOHY OTHOCHJIH K HOBTOponckoli uxone. Bole 
OCHOBAHMÁ OTHOCHTb ee k MOCkoBcKoi 1ukoJe (cp. € HKO- 
noít «Moamn Tlpenreua» My3en Apesnepycekoro Hekyccrea 
nmmenn Aumnpes Pyónena). B cpanmenmm C MpeAbLIylama 
«Y muenmem» opmbl Óonec OPraHHuHbl, JIEMKA TOHKAR, 
B BoIparxenmn paryp GoJtbule CHep/KAMHOCTH H BEJIMYABOCTH. 
Jlur.: M. Alpatov, Altrussische Ikonenmalerei, Dresden, 
1958, S. 25, 26, 29. 


THE VIRGIN ELEUSA 

From the I. Ostroukhov collection, 

15th-carly 16th century. 2623. 

Tretyakov Gallery, Moscow. 

Apparently the icon is from Novgorod province. An inter- 
esting point is the angular contour of the figure of the 
Child and the folds of his cloak. Contours are also stressed 
in the face, the eyebrows of the Virgin and in her cloak. 
Analogy: the 15th century Virgin Eleusa (Tolgskaya Pod- 


kubenskaya), Art Museum and Ancient Monument, 
Zagorsk. 
Bibliog.: A. Grishchenko, Russian Icon as Painting, in 


“Voprosy zhivopisi”, 
(Russ.). 


fascicle 3, Moscow, 1917, p. 151 


THE VIRGIN OF YAROSLAVL 

From the 1. Ostroukhov collection. 

Mid-15th century. 54 x 42, 

Tretyakov Gallery, Moscow. 

Formerly ascribed to the Novgorod school, but there is 
greater reason to attribute it to the Moscow school (cf. the 
icon of St John the Baptist in the Andrei Rublev Museum 
of Early Russian Art). In comparision with the previous 
icon, the Virgin Eleusa (No. 20), the forms are more organic, 
and the modelling is finer. The figures express more restraint 
and solemn majesty. 

Bibliog.: M. Alpatov, Altrussische Ikonenmalerei, Dresden, 
1958, S. 25, 26, 29. 
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yy AO PEOPPMA O 3MME 

63 co6pamua M. Ocrpoyxoba. 

XV ». HopropoJickas mona. 8263. 

Tperbaxosckaa ranepea, Mockba. 

Ox m3 cambix mpexpacmsix o6pasos Teoprma B pyc- 
cxoá mkomHonucH. B CTpemmMTenIbHOCTH KOHA — OTTOJIOCKH 
Hoproponckux pocmuceli XIV Í. B nkome NpuMeYaTeJbHo 
he TONBKO OTCTYINEHHE OT TEPpOMaGambnoÍ rpabbm, HO 
Y Cambil nepeBo,, BOCxOJAmMl x parnmenmantalickol mula- 
cramke BapÚepumn. 

Jlur.: M. Aanamos, OGpaz Teoprus-nouna a uexycorne Bu- 
3anrmn m JIpepneñ Pych. — «OTIOKBL MO HCTOPHH PYCCKOTO 
nexycetaa», T. 1, erp. 154—169. 
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ST GEORGE AND THE DRAGON 
From the L Ostroukhov collection. 
15th century. Novgorod school. 82 x 63. 
Tretyakov Gallery, Moscow. 

One of the most beautiful images of St George in Russian 
icon painting. The swift movement of the horse is evocative 
of the 14th century Novgorod frescoes. Interesting points 
are not only the deviation from the original linear design 
incised in the plaster, but the very type, which goes back 
to early Byzantine Barberini tablet. 

Bibliog.: M. Alpatov, The Image of St George the Warrior 
in the Art of Byzantium and Ancient, in “Etyudy po istorii 
russkogo iskusstva", vol. L, pp. 154-169 (Russ 
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POXJIECTBO XPUCTOBO 
1405. 8060. 

Mona npasammsnoro «ma 
Íomocraca Braronemencroro coGopa 
Mocxonckoro Kpema. 
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POXJAECTBO XPUCTOBO 
OGuadi sum Ja dpparmenta. 
M3 Poxnecraenckoli HepkBH B 3nenuropone. 
Hasyano XV b. 71 X53. 
Tperbaxorckas ranepea, Mockba. 
Fleppas m3 Abyx uxom cumraerca paboroli camoro Py6- 
HeBa, BTOpan — paGorolí ero MIKOJBI Onmaxo nOCHCA- 
HAA TAPMOHMYHCE M TOHBULE MO KOMIIOZHLHH H KOJOPMTY. 
MoTHB aHrejon, HOKJOHMIOLIMAXCA MJIAJCHUY B ACIIAX, HMC- 
erca po (ppecke ma Ty e Temy B uepxan Tepuenents 
3 Mucrpe. 3hemHTOpOJICKAA HKOHA BPAJL JIM ABIMCTCA Pa= 
Goroíí koro-1m60 M3 yuemukos PyÓneña, MHCaBuIaX «npas- 
max» nkonocraca Tpomuxoro co6opa Tpomue-Cepruenoú 
nampbr. Ee OTIMHACT OTHCTIMBOCTE UITPHXOB H NPOÓCNOB, 
kaxolí He Ónmo ente p Ipon3nenenmax navaja XV a. B oroíí 
KKOHE, MPOHKKHYTOM AYXOM NACTOPAJIA, CL KOMIO3HLMA M 
HETAJH TOHKO MPOYIYBCTBOBAHbI M BBIMOJHCHBL C POAKHM 
APTHCTH3MOM. 
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THE NATIVITY OF CHRIST 
1405. 80 x 60. 


Icon from the Church Feast Range 
of the iconostasis of the Annunciation Cathedral 
in the Moscow Kremlin. 


84 85 
THE NATIVITY OF CHRIST 
General view and two details. 
From the Nativity Church in Zvenigorod. 


Early 15th century. 7153. 
Tretyakov Gallery, Moscow. 


The first of the two icons is considered the work of Rublev 
himself, the second the work of his school. However, the 
latter is more harmonious, finer in composition and colour 
range. The motif of the angels worshipping the Child in the 
manger is included in the fresco on the same subject in 
Peripleptos Church in Mystra. The Zvenigorod icon can 
hardly be the work of one of Rublev's pupils who painted 
the Church Feast Range for the Trinity Cathedral in the 
Trinity-Sergius Lavra. It is distinguished for the lucidity 
of its accents and highlightings of a kind still unknown in 
early 15th century work. The icon is imbued with pastoral 
feeling, its composition and details have been well thought 
out and executed with a rare artistry, 


Jlur.: B. /lazapes, Annpeñú Py6nes m ero uxona, M., 1966, — Bibliog.: Y. Lazarev, Andrei Rublev and His School, Mos- 
erp. 111. cow, 1966, p. 111 (Russ.). 
30 
TIOKPOB THE INTERCESSION 


M3 co6panua M. OcrpoyxoBa. 

Hauano XV p. Hosroporckas uxona. 74 < 50. 
Tperbaxosckaa ranepes, Mockba. 

Komno3muma pazónTa Ha Ñpycbl, KaK B M3OÓpaxKeImsx 
Crpaumoro cyxa (cp. c mono «Crpaurmbií cy,» cepenumar 
XV B. HOBFOPOACKOÍÍ 1IKOb1). 

Jlur.: B. Anmonosa u H. Mnesa, Karanor apesnepycckol 
axubormch, T. I, M., 1963, crp. 101, 102. 


From the 1. Ostroukhov collection. 

Early 15th century. Novgorod school. 74 x 50. 

Tretyakov Gallery, Moscow, 

The composition is divided into tiers asin the representation 
of the Last Judgement (cf. the mid-15th century icon of the 
Last Judgement, Novgorod school.) 

Bibliog.: Y. Antonova and N. Mneva, Catalogue of Early 
Russian Painting, vol. 1, Moscow, 1963, pp. 101, 102 
(Russ.). 
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TIOKPOB 

XV—nauano XVI. Mockorckaa kona. 66 x 50. 
Tperbaxoperas ranepea, Mocksa. 

Cyamamscuk meonorpaquveckmli nepeson. XoTa mrypal 
PacnonoxeHnbl B Tpex Ípycax, omm npeóbimaror B omo 
npoctpancreennoñ cpene. PonyÓble TOHA XAPaxTepHbl Ma 


THE INTERCESSION 

15th-carly 161h century. Moscow school. 66 x 50. 
Tretyakov Gallery, Moscow. 

Suzdalian iconographical type. Though the figures are 


arranged in three tiers, they are in the same plane, The blue 
tones are characteristic of Moscow. 


MockBbt. 
32 
MOKPOB THE INTERCESSION 
U3 Mokposckoro monacroipa p Cy3nane. — From the Pokrovsky Convent in Suzdal. 
XIV».68x44. — 14th century. 68 x 44. 


"Tpersaxoncras ranepea, Mocka. 
TA TUYÓOKO APXAMIECKAA MO THNY H MO BEMOMICIHMO 
HKORA ABNACTCA MPOOÓpazom Goree MO3AmAx cpenmepyo- 
cxux uxoH Toxpona (cp. C. Imujuxos, JIpeBnepycckas xuBo- 

muco. Honsie orkpprrua, JL., 1969, 1261. 28). 


2 


Tretyakov Gallery, Moscow. 

This icon, which is profoundly archaic in both type and 
execution, is the prototype of later. Central Russian icons 
of the Intercession (cf. S. Yamshchikov, Early Russian 
Painting. New Discoveries, Leningrad, 1969, plate 28— 
(Russ.). 
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BOFOMATEPb BEJIMKAA MAHATUA 

(rax naspisaemas Spocnanckas Opanra). 

PparmenT. 

Us Cnacexoro MOHACTEIpA B ApociaBne, 

XI p. 194x120, 

Tperbaxorekas ranepea, MockBa. 

Tpyxu0 ycrTaHOBHTb MECTO BO3HHKHOBCHHA HKOHBL. BO BCA- 
KOM CIyUAe, ee TECHas Cag3b C knenckol Tpa/munel He nOn- 
nexar comuenmio, Fonopa Boromatepa Óonee knaccuue- 
cxmx nporopuuk, uem Boromatepm Hepyummoli crembr o Co- 
dun Kuencroli. Bca burypa mpon3mo1uT Gone Monymen- 
TAJIbHO€ BNEMaT/IeHHe, vem Ba3amTalickas MkoHa Boroma- 
Tepn Toro »xe mpememn p My3ee Kanomumonte B Hea- 
none. 

Jlur.: A. Anucumos, oMOHTOMBCKHÍ NEPHOA APEBHEpyccKkOH 
KHBONACH, — «Bonpocó! pecraspanmm», Born. IL, M., 1928, 
erp. 164, 171; A. Bpyx, Kunoe nacnenue, M., 1970, crp. 30. 


38 
CHAC HEPYKOTBOPHBIó 
Ma Venencroro co6opa Mocronckoro Kpema. 
XIs.77x71. 
Tperbaxonckas ranepes, Mockna. 
Ha o6opore «Tpocsa»nenne kpecta» ¡1pyroro macrepa, ne- 
COMHCHHO, HOBrOPOJICKOFrO NPpoKcxoxnenma. Mxonorpaqm- 
“eckmit ran Chaca, kak BO (ppecxe nepkon Cnaca na Hepe- 
nuue (8. Macoedos, Ppeckm Cnaca Hepenmnsr, 1261. XIX), 
a rarxe p mono coGopa ropona Jlana ño DPparn (4. Fpa- 
6ap, Hepykorsopmáiit Cnac Jlanckoro co6opa. — «Semina- 
rium Kondakovianum», t. Il, Prague). Mxona bbInenserca 
WNCTOTOM CTA, CTPOFOCTEIO (pOPM, HOXHOCTBIO KPACOK, 
TOMKOCTBIO BEIMOJIHCHHA. 


THE VIRGIN GREAT PANAGIA 

(the so-called Virgin Orans of Yaroslawl). 

Detail. 

From the Spassky Monastery in Yaroslavl. 

12th century. 194 x 120. 

Tretyakov Gallery, Moscow. 

Provenance difficult to establish but its close ties with 
Kievan traditions are unquestionable. The head of the 
Virgin is more classical than that of the Virgin the In- 
destructible Wall in St Sophia's in Kiev. The entire figure 
makes a far greater impression of monumentality than the 
Byzantine icon of the Virgin of we same period in the 
Capodimonte Museum in Naples. 

Bibliog.: 4. Anisimov, The Pre-Mongol Period in Early 
Russian Painting, in “Voprosy restavratsii”, fascicle H, 
Moscow, 1928, pp. 164, 171; Y, Bruk, The Living Heritage, 
Moscow, 1970, p. 30 (Russ.). 


THE VERNICLE 

From the Dormition Cathedral of the Moscow Kremlin. 
12th century. 77X71. 

Tretyakov Gallery, Moscow. 

On the reverse is the Exaltation of the Cross by another 
master, undoubtedly of Novgorodian provenance. The 
iconographical type of the Saviour is like the one in the 
frescoes of the Church of the Saviour at Nereditsa 
Myasoyedov, Freski Spasa Nereditsy, plate XIX—Russ.), 
and also in the icon of the Cathedral in the town of Laon, 
France (4. Grabar, The Vernicle of the Cathedral in Laon, 
'Seminarium Kondakovianum”, t, 1, Prague). The icon 
is distinguished for its purit, of style, austere forms, pastel 
colours and fine execution. 


39 
APXAHTEJ! AN ARCHANGEL 
(rax na3bipacmbiñi 3arble paca) (the so-called Archangel with the Golden Hair) 
XI p.48%39. — 12th century. 48 x 39. 


Pycckni my3eh, Jlenmurpan. 
Tun anrena oruacrm Ónuoox x anrenam dpecok Jmurpuen- 
exoro co6opa no Buazumupe (1. Grabar, Die Freskomale- 
rei der Dmitrij Kathedrale in Wladimir, Berlin, s. a, 
taf. XXXO). Ho 5 YCpTAx JHUA, D DHIPAXCHIM, E XAPaKrepe 
PEIMIONHHHA (3ONOTBLC HPA BO/1OC), E APKOCTH KPACOK CKA- 
ILIBATOTCA HCPTBI CHAFABIICÍCA TOTAA PYCCKOM HIKOMBL. 
Jiwr.: D. Ainalov, Geschichte der russischen Monumental- 
kunst der vormoskovitischen Zeit, Berlin—Leipzig, 1932, 
S. 63, 5667. 


Russian Museum, Leningrad. 

The type of angel is somewhat close to the angel in the 
frescoes of the Cathedral of St Demetrius in Vladimir 
(1. Grabar, Die Freskomalerei der Dmitrij Kathedrele in 
Wladimir, Berlin, s. a., taf, XXX). But in the features, the 
expression and the character of execution (delineation of 
golden hair) and the bright colours one can see features of 
the Russian school which was then evolving. 

Bibliog.: D. Ainalov, Geschichte der russischen Monumen- 
talkunst der vormoskovitischen Zeit, Berlin-Leipzig, 1932, 
S. 63, 65-67. 
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HMKOJIA CO CBATBIMU HA TOJIAX 

Dparmenr. 

M3 Cmonenckoro co6opa 

Hono-Henmubero MOHACTbIpA. 

XI. 145x94. 

Tperbaxorckas ranepes, MockBa. 

PelHTb BOMPOC, OTHOCATCA JIM NOJAOÓHBIE MKOHbL K HOBTO- 
ponckok min cy3mamckoli nIkoJe, OeHb Tpyamo. Jlmuo 
Huxonbr Ómmxe x ppeckam JImutpuescroro cobopa ño Bria- 
HumHpe, em k ppeckam Hepenuunt (1. Grabar, Die Fresko- 
malerei der Dmitrij Kathedrale in Wladimir, taf. XXI 
XXII). Cyimmocrb o6paza HukoJmbI Heb321 CBOAMTb K 
HOHATHIO ackermama. B nue ero H CYPOBOCTE, H MYAPOCTE, 
M Ha3Hamme, 1 npomknoremmocto. O6pas Fpuropma Bo- 
rocioga p Opmuraxe (A. Bank, yka3. cou., Taónm. 225, 
226) 5 3TOM OTHOMIEHHH YCTYnAET EMY. 

Jint.: H. Hopgjupudos, O NYTAX PASBHTHA AYAOKECTRCHHBIX 
o6pa3op. — «Tpymbl Orneja npeBnepycckoñ ¡MTEPAaTypbt 
Mncrnryra pycexok »mreparypór AH CCCP», 1. XVI, 
JL, 1960, crp. 40, 41. 


ST NICHOLAS WITH SAINTS ON MARGINS 

Detail. 

From the Cathedral of the Virgin of Smolensk, 

the Novodevichy Monastery. 

12th century. 14594, 

Tretyakov Gallery, Moscow. 

It is difficult to say whether an icon of this type belongs 
to the Novgorod or to the Suzdal school. The face of 
Nicholas is closer to the frescoes of the Cathedral of St De- 
metrius in Vladimir than to those of the Nereditsa (Z/. 
Grabar, Die Freskomalerei der Dmitrij Kathedrale in 
Wladimir, taf XXI, XXID. The nature of the image of 
Nicholas cannot be equated with the concept of asceticism. 
Austerity and wisdom, edification and sincerity are expressed 
in his face. The image of St Gregory the Theologian in the 
Hermitage (A. Bank, op. cit., pls. 225, 226) is inferior 
in this respect. 

Bibliog.: N. Porfiridov, On the Development of Artistic 
Images, in “Trudy Otdela drevnyerusskoi literatury Insti- 
tuta russkoi literatury AN SSSR”, vol. XVI, Leningrad, 
1960. pp. 40, 41 (Russ.). 
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BOPUC MU PJIEB 
M3 co6panna A. Mopozona. 
XIV a. Hosropozckaa nikoa. 53 < 42. 
Tperbakorckaa ranepea, Mockba. 
TAnKAHAA HKOHA-OPHMHTAD, NO XAPAKTEPY xHBONHCH ÓstM3- 
Kas K OKHTHÍHSIM KJICÍÍMAM ITOFO BPCMCHH. 
Jlur.: H. Ilopgjupudos, O HYTAX PATBHTHA XY HOXECTBCHHBIX 
o6pasos. — «Tpyabr Ornena ApeBHepycckoú J¡IMTEpaTypbt 
Mncraryra pycckoli nureparyps AH CCCP», T. XVI, 
erp. 3649. 
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MJIBA MIPOPOK 

BTYCTbIHE 

CKMTMEM MU MEMCYCOM 

Cpenmur. 

Ma nepxon Mau TIpopora 

cena Bbi6y ro Ónm3 Flexosa. 

XIII». 141x111. 

Tperbaxocraa ranepea, Mocksa. 

O6pas Min Bocxommr k bpeckam coGopa Mupoxcoro 
monacriipa 1 Cnaca ma Hepenmue. Choeñi kpacownocrbo 
TICKOBCKAA MKOHA PELIMTCJIbHO HEnoxoxa Ha aACcKeTHuCCKH= 
mpaunbie o6pasiar Mamma puzamrulickol MKoHomucH (na 
mpumep, nora p Opmnraxe, — Cm: A. Bank, yKa3. COW, 
Tan. 255). 


SS BORIS AND GLEB 
From the A. Morozov collection. 

14th century. Novgorod school. 53 x 42. 
Tretyakov Gallery, Moscow. 


The icon is a typical primitive, and is close in character of 
painting to border scenes in icons of the period depicting 
scenes from saints” lives. 

Bibliog.: N. Porfiridov, On the Development of Artistic 
Images, in “Trudy Otdela drevnyerusskoi literatury Instituta 
russkoi literatury AN SSSR”, vol. XVI, pp. 36-49. ('Russ.). 


THE PROPHET ELIJAH IN THE WILDERNESS 
WITH SCENES FROM HIS LIFE, 

AND THE DEESIS 

Centre panel. 

From the Church of the Prophet Elijah 

in the village of Vybuty near Pskov. 

13th century. 141x111. 

Tretyakov Gallery, Moscow. 

The image of Elijah goes back to the frescoes in the Cathe- 
dral of the Mirozhsky Monastery and the Church of the 
Saviour at Nereditsa. In its colourfulness the Pskovian icon 
of Elijah is absolutely unlike the ascetic, gloomy images of 
the Prophet in Byzantine icon painting (for example, the 
icon in the Hermitage. See: A. Bank, op. cit., plate 255). 
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PEOPTMÁ C>KMTMEM 

Kuelimo: Feoprua xryT CReuam. 

U3 co6panua M. Moroxuna. 

Hawano XIV ». Hosroposckaa moza. 91 < 64, 

Pycckul my3eñ, Jlemmurpas. 

Penknii npamep Ósm30CTH PYCCKOM HKOHbI K POMAHCKOÍ >KH- 
Bonucx. Durypa Peoprma na kome Ónmaka He CroJmko k Fe 
oprmio Bo (pecxe mepkem Teoprma p Crapoii Jlanore, 
CkoJmkxo k mkome «Uyxo Feoprma o 3mHe» M3 COÓpamua 
A. Mopo3osa (Tperbaxosckas ranepes). Mxonorpaquue- 
CKM€ MPpOTOTANb AMTHÁHBIX knem — B HxoHax Ha Cunae 
(G. Sotiriou er M. Sotiriou, op. cit, tabl. 167, 169). 


50 51 
HUKOJA 3APAÚCKMÁ 
CKMTMEM 
Dparmerr m knelima: 
Tipnnenenne no yuenne, 
MaGapnenne JIMnTpua co Jua MOpa. 
Ma cena ITannona Ónma Pocropa. 
XIV ». Cyanamscras mona. 12875. 
Tperbaxoscxaa ranepea, Mockna. 
B npOTHBONONOXHOCTE BICOKOMEPHOM myxpocra Huxombr 
Hononepnubero («kona «Huxosa CO CBITSIMH HA HONAX>, 
"Tperbaxonckaa ranepea) Huxona npencrabJen Kak 3actyn- 
IuIK «CMPLIX M YÓOTHX. Tporatenbmbl cBoCÍÍ AylneBHocrbro 
KMUTHÍHDIE CUEHBL. 
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ST GEORGE WITH SCENES FROM HIS LIFE 
Border scene: St George Being Burnt with Candles. 


From the M. Pogodin collection. 

Early 14th century. Novgorod school, 91 x 64. 

Russian Museum, Leningrad. 

A rare example of Russian icon being close to Romanesque 
painting. The figure of George on horseback is close not so 
much to the George in the fresco of the Church of St George 
in Staraya Ladoga as to the icon of St George and the 
Dragon from the A. Morozov collection (Tretyakov Gal- 
lery). Iconographic prototypes of the scenes from the life 
of the saint are found in icons at Sinai (G. Sotiriom et 
M. Sotiriou, op. cit., tabl. 167, 169). 


58 
ST NICHOLAS OF ZARAISK 
WITH SCENES FROM HIS LIFE 
Detail and border scenes: 
The Leading of Nicholas to His Tutor, 
and The Saving of Demetrius From the Bottom of the Sea. 
From the village of Pavlovo near Rostov. 
14th century. Suzdal school. 128x735, 
Tretyakov Gallery, Moscow. 
In contrast to St Nicholas from the Novodyevichy Monas- 
tery, in which the saint's superior wisdom is stressed (the 
icon of St Nicholas with Saints on the Margin, Tretyakov 
Gallery) here St Nicholas is shown as defender of the sick 
and orphaned. The scenes from the life of the saint are 
touching with their quality of kindness and spirituality. 


1 


» 


2 
oc ras 
Ol ma sto pro zac 
1 ep opaca Fea Kano 
EOO 
Karem mese cam rosso som, rt 
dy earn 
1048 Bop Fe apmepoca canoso o 


ne. — Tas Oran Iescepyccon rear Hi 
een pzas mea AU CEC E, Me 

s 

ona xr 


As Hon pero cria wo Meca 
E sonas ases — spero OPETH Han 
Grano tao Garro segon. Termas nc 
po ova on rats on xr Marpo 
A 


BORIS AND CL 
AVITH SCENES FRON THEIR LIVES 

Geral ve al ordre: ora Dra 

aos o Don 

From te Ce 5 Bari and Gb in Klm 
Yahir ol pres in tn cer anal eo reno 
Fon tac aro Bo te dei ru o 
ibi. £. Snes, Reñecion o Letra año 
ori ná o Ey Rossa Panel Pals nd 
dela dresorso! Merry sta ns cena 


55 
ST NICMOLAS WITH SCENES FROM MIS LIFE 
Border ses 


The Anpesance st Ear Ever ad 
The Appeoencs lo he Mende Deco 

Fr de Nil Ugrsy Momastry eur Moscow. 
a Icon. 950, 

1 dor sens to e Kind atu ol Se Nicholas 
no sam ayu en priv. te econ 
Dioni, an palta Kon val sens Fun e ive 
ol alt Se Pater 2 Munopolia a00 50 leds he 
Merapolimo—380 3 ra inline sir cn 


56 


YO FEOPIMA OM 
Mamo nep 

"coser peto lupa eS 

Bye na ag 

nero doy. Cromanoc Tecpras ema «Tonga 
Eee o copas M, oros pongo. 9 06 
peca epa Vena ma Bonoromoe oy «Cuy 


ST GEORGE AND THE DRAGON. 
Ese Manic Chart 

in aso Distr, Loring Kato. 

st ah ces Novgord sb 31 

Fusion Moscu, Lima 

2 imabar Packard. The constrimad sud al Se 
Goes n econ 0 S) Gore nh Soon rm Ha Lie 
rom tb M.Pogodn cslecton har bue cntrcome ter. 
"Tieirage of in sallpn hrs may ec be impresos 


mer lfcoy te Gale Mer eso m 0 Dormion Char 
s 
LA POPOR TRE PROPAE CA 


O 
"peruanas repr Moca 

Tun mpopora, Gun somero ns seme roo 
Degana Fa, o nO adoro, dp. 
Ja con va e agomot. pende e, Ira: 
soe vi Xu. Vicropecaco see Mona, — 
E spas, Pron Cms Ma 86, 
sarupo epa). 


Frente. Ostos cc 
Fndy Si con. Novgorod stc 15 

Tragator Gall, Moxow. 

Thotyoo ob Prog migh ao e vol under e 
ines sf Fl sl Tsepaos th Cros, ur 
folios”. Te forme cose Bt e adora 
00d caranss (1 130 onuy Nougerodian pablo 
¿Se Moor Mas in Mco; NPemenener 
E) 


59 60 61 66 
BOOMATEPD THE IRON 
su mea perno. General slow and dec 
ación mamen SE BASI THE GREAT, ST PAUL 


Homer tnuroemcro sopa 
o 
Mo canon, Or + More, — sm no 


in e esos Ke 
big M: Aleron optan ln Museo, “Epa 


102 


62 63 


'VEODAH TPEK M ETO MIKOJIA 
BOFOMATEPb AOHCKAA 

Dparmenr. Ha o6opote: Vcnenne. 

M3 Brarosemenckoro co6opa 

Mocxo»exoro Kpemna. 

Koneu XIV 5. 86 x 68. 

Tperbaxoseras ranepea, Mocka. 

Cxoacreo «Boromatepn Jlonckol» e «BOroMaTepbIo» HEH- 
eycHoro «mHa biaromemenckoro co6opa Jenaer BeposT- 
HBIM, TO BBINOHA ee CAM Peopan. O6paz cxopOn 1 «Boro- 
matepa Branumupckoó» ycrymaer MecTo 06pa3y MaTepun- 
CKOÍÍ HOXHOCTH M CIACTIA, CIIHTHOCTH HHTYP MATEpH 1 Mia- 
aemua. B orom orimume OT GOMBIIMHCTBA MAKEJAOHCKHX 
mom («Mxombr ma Basnkanax», ran. 154, 171). Ourypst 
Boromatepa H MIAJenua cocTaBnaror y Deodana ncHxo- 
JIOTHHECKO€ M KOMTIO3MLMOHHO€ EJIMHCTBO. BmecTe C TEM M3- 
Gernyra xanponocrs «Tlenaromuñicrolt Boromatepw» 1421— 
1422 rr, («Mkxonblr Ha Banxamax», Taón. 191), nauparomeñ 
Ha 3putena. Deopan COXpanser BeJHune M BO3BBILICHHOCTE 
o6paza, 

Jnr.: JT, Juguuy, Vixoma «Jlomckol Boromatepm». — 
C6. «JIpemmepycckoe nexycergo», M., 1970, erp. 87—114. 


THEOPHANES THE GREEK AND HIS SCHOOL 

THE VIRGIN OF THE DON 

Detail. Reverse: The Dormition 

From the Annunciation Cathedral 

of the Moscow Kremlin. 

Late 14th century. 86 x 68. 

Tretyakov Gallery, Moscow. 

Because of the similarity between the Virgin of the Don and 
the Virgin from the Deesis Range of the Annunciation 
Cathedral it may be assumed to have been painted by 
Theophanes himself. The image of grief in the Virgin of 
Vladimir gives way here to one of motherly tenderness and 
happiness, to a merging of the figures of mother and child. 
Here lies the dinstiction between this icon and the majority 
of Macedonian icons on the theme (“Icons in the Balkans”, 
pls. 154, 171). The figures of the Virgin and Child as 
painted by Theophanes present psychological and composi- 
tional unity. At the same time the genre-like qualivy of the 
Pelagonian Virgin (1421-1422), who looks directly at the 
viewer, has been avoided (“Icons in the Balkans”, plate 191), 
Theophanes preserves the grandeur and loftiness of image. 
Bibliog.: L. Lifschitz, The Virgin of the Don Icon, in “Drev- 
nyerusskoye iskusstvo”, Moscow, 1970, pp. 87-114 (Russ.). 
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DEODAH TPEK (?) 

TMPEOBPAXKEHME 

O6umá ua n hparment. 

M3 Cnaco-Mpeo6paxenckoro co6opa 

B Tlepecnapre. 

Hawano XV p. 184x134. 

Tperbaxonckaa ranepea, Mockna. 

Tlpmusro yCMATpMBATb B HIOÓPAKEHMAX PEOSparenma 
XIV B. OTKMMKH CIOPOB HCHXACTOB O (paBopckom CBere. 
'OnHako Tpamol 3aBHCHMOCTH XYJOKHHKOB OT GOrocJIoBOR 
ne Obmo. B «fpeo6paxenum» rapmckoli pyrormcn «Teo- 
normueckHe commienna Moanma Kantaxy3un0» (13711375 
rr., Mlapmoxeran Hanmonasmnas ÓHn61moTcKa, Tp. 1242) Xpue= 
TOC H MIPOPOKH OTACIICHBL HHTCPBAJIOM OT MAMALOMTAX BHHI 
anocronos. B nepecnansicro MKOHE APAMATHIM MHOFO 
pona: Mlerp tamerca keepxy, Moamn nanaer, Maxop 3a- 
kpbinaer pyxamm ¡1uo. Caer, ncxoJpadi or durypsr Xpmc- 
Aa 1 ÓCNbIX PMIAX C JONOTBIM ACCHCTOM, NMAJACT TONYÓBIMA 
ÓNAKAMH MOBCIOAY, HO He B CHnAX nOGEJUT5 Mpaxa. B 9TOM 
APamaTH3m TO TEoHanmn. 

Jlnr.: M. Alpatov und N. Brunov, Geschichte der altrus- 
sischen Kunst, Augsburg, 1932, S. 306. 
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APXAHTEJI MMXAMII 

CIHKMTMEM 

Cpenunx m xoeñima: 

Toxaamue npopoxa Jabnna, 

To6nenme nolícxa acemputicroro, 

Bopr6a Maxona C anrenom. 

Haxano XV 1. 235,5x 182,2. 

Apxanrenbcknii co6op 

Mocxoncxoro Kpema. 

Tipesocxoamas paúora compemenmura PyÓnega c Hexoro- 
psimm cuenamu poxneñicrana Peopama Tpera. B mkone 
MCJb3A BHJCTb JIMUIb MINTIOCTPALMIO BOHMHCKOÑ MOBCCTA, 
npuosia k myxecroy. Ecrn «Tpomua» Pyónera — amnemne 
MOJAM HEGECHON KPACOTEL, TO 3NECD — ABNEHHC MYKECTBA 
» oGpasax kpburaroro pomna u GoroGopua Makora. 

Jlur.: K. Tuxomupoca, Tepomeckoe crasanne p apennepyo- 
cxoú xunomcn. — C6. «JIpesnepyccroe merycermo», Ma, 
1970, erp. 728. 


"THEOPHANES THE GREEK (?) 

THE TRANSFIGURATION 

General view and detail. 

From the Cathedral of the Transfiguration 

in Pereslavi, 

Early 15th century. 184x134. 

Tretyakov Gallery, Moscow. 

It is customary to see in the 14th century representations 
of the Transfiguration some reflections of the Hesychasts” 
arguments about the light on Mount Tabor. However, 
icon painters were not directly dependent on the theologians. 
In the Transfiguration in the Paris MS of The Theological 
Works of John Cantacuzenus (1371-1375, the Bibliothéque 
Nationale, Paris gr. 1242) Christ and the Prophets are 
separated by a space from the Apostles, who are tumbling 
down. The dramatism in the Pereslavl icon is of a different 
kind: Peter is seen straining upwards, John is falling, while 
Jacob hides his face in his hands. The radiance emanating 
from the figure of Christ, who is in white raiment with gold 
hatching, casts blue patches of light on everything but is 
unable to overcome the darkness. This effect accounts for 
the dramatic nature of this theophany. 

Bibliog.: M. Alpatov und N. Brunov, Geschichte der alt- 
russischen Kunst, Augsburg, 1932, S. 306. 
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THE ARCHANGEL MICHAEL 
WITH SCENES OF HIS ACTS 

Centre panel and border scenes: 

The Penance of King David, 

The Defeat of the Assyrian Host, 

Jacob and the Angel. 

Early 15th century. 235.5 x 182,2, 

The Cathedral of the Archangel Michael 

of the Moscow Kremlin. 

A splendid work by a contemporary of Rublev with 
certain traces of the influence of Theophanes the Greek. 
The icon must not be considered only as an illustration to 
a military story, or as appeal for bravery. While Rublev's 
Old Testament Trinity is an apparition of heavenly beauty to 
the people, this icon is an apparition of bravery in the ima- 
ges of the winged warrior and the theomachist Jacob. 
Bibliog.: K. Tikhomirova, Heroic Tales in Early Russian 
Painting, in “Drevnyerusskoye iskusstvo”, Moscow, 1970. 
pp. 7-28 (Russ.). 
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APXAHTEJI MUXAMJI 
1405. 211x121, 
Mxona nencycuoro 4mra 
ukomocraca Baromemenckoro co6opa 
Mockoscxoro Kpemna. 


Mxona OTAMYACTCA OT OCTANBHBIX HHHOBBIX HKOH, BEIMON- 
nemmsix Deobanom T'pexom. Her AOCTATOWHBIX OCHOBAHMÍ 
TaKxe CUnTATE CO3MABINErO ee MacTepa yuennxom Deopana. 
B «Apxaurene Muxame» 3AMCTHE! YEpTEl CNATABLIrOCA 
CTHNA PYCCKOÍ HIKOJISL HKOHONMACH: DINHJECKOS CNOKOÑCTBHE 

06paza, CHIYITHOCTE, OTKPBITEI BET (KHNOBAPB). 
Jinr.: H. Huxugopaxu, Omwrr arpuGyman meonocraca Bra- 
TOBCIEHCKOTO COÓOPA IPH HOMOLIH pU3HUECKHX METOJOB 
nccnenopamma. — «Kymsrypa Jlpemmem Pycm», M., 1966, 


THE ARCHANGEL MICHAEL 

1405. 211x121. 

An icon from the Deesis Range 

of the iconostasis in the Annunciation Cathedral 
of the Moscow Kremlin. 


The icon diflers from other icons of the Deesis, which were 
painted by Theophanes the Greek. There are insufficient 
grounds for considering its painter one of Theophanes' 
pupils. The Archangel Michael displays certain features 
of the style of the Russian school of icon painting which 
was then in formation: an epic calmness of image, accentu- 
ated outline, and bright colour (cinnabar). 

Bibliog.: N. Nikiforaki, Experience of Physical methods 
in the Attributions of the Iconostasis of the Annunciation 


erp. 173—176. Cathedral, in “Kultura Drevnyei Rusi”, Moscow, 1966, 
Pp. 173-176 (Russ.). 
79 
MPEOBPAXEHME THE TRANSFIGURATION 
1405. 80X60. 1405. 80Xx60. 
Mxoma npa3amaunoro uma An icon from the Church Feasts Range 


uxonocraca BraroBemencroro co6opa 
Mocrockoro Kpemna. 


Cpean npadAHnuHbIX HKOH OJIHA H3 CAMBIX COBCPMIEHABIX H 
NYUE3APHBIX — ITO HKOHA «TIpeo6paxeHue», BHAHMO, CO- 
3amue camoro Py6nepa. 


Jwr.: M. Aanamos, MKOHOTPAQuiecKan TPaJMuna 1 xyao- 
KECTBCHNOS TBOPUECTBO. — «DTIOABI HO HCTOPMM PyCCKOTO 


of the iconostasis in the Annunciation Cathedral 
of the Moscow Kremlin, 


O the Church Feasts Range this is one of the finest and 
most radiant and was presumably painted by Rublev 
himself. 

Bibliog.: M. Alpatov, Le tradition iconographique et 
creation artistique dans l'ancienne peinture russe, in 


HekyccrBa», T. 1, erp. 127137, — “L'Arte”, 1961, englio-sattebre, pp. 3-27. 
80 81 
AHAPEA PYBNEB ANDREI RUBLEV 
CHMAC THE SAVIOUR 
Pparmenr. — Detail. 
ATMOCTOJI MABEJI THE APOSTLE PAUL 
Dparment. — Detail. 


Vxonbt nencycnoro unna, 

HAMNeHHoro B 3BenHropoJe. 

Haxyano XV a. 158 x 106. 

Tperbakosckaa ranepea, Mockba. 

Tperba nkona — «Apxauren Muxan». 

Tlepnoknaccnoe co3naHHe Be/mMKoro MaCcTepa, BOSHHKILCO 
TIPHMEPHO B Te Ke FOMBI, TO H (ppeckm Venenckoro coGopa 
»o Branmmmpe 


Jlnr.: M. Aanamos, Aunpeí Py6nen, crp. 14, 15. 


Icons of the Deesis Range, 
found in Zvenigorod. 

Early 15th century. 158 x 106. 

Tretyakov Gallery, Moscow. 

The third icon is the Archangel Michael. 

A first-class work by the great master which must have 
been painted roughly during the same years as the frescoes 
in the Dormition Cathedral in Vladimir. 

Bibliog.: M. Alpatov, Andrei Rublev, Milano, 1962, p. 24 
(Russ). 
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AHAPEA PYBJIEB”— ANDREI RUBLEV 
TPOMIA THE OLD TESTAMENT TRINITY 
O6mud mmm pparmentt. — General view and details. 
M3 Tponuxoro co6opa — From the Trinity Cathedral 


Tpomue-Ceprmenoli Jampst. 

Haxyano XV ». 142x114. 

Tperbaxonckaa ranepea, Mockpa. 

HecmoTpA Ha YTPaTbI HEKOTOPBIX vYacTeli nEppomavamnol 
KHBONUCH (MIAMI ARTENA CNEBA, MOHOBNCHHBIC JIHKH), HKOHA. 
COXPAHIHNA BCIO HCOTPA3HMYIO MPENTECTE mICnEBpA IpeBHe- 
pycckolí mbormcH. Crop O TOM, KOro M3 JIM Tpomubr 
umen B buay Pyónes B ka KHioM M3 Tpex aHresoB, HMeroT 
BTOPOCTCNCHHOS 3HAHCHHC ¿UTA TIOHAMAHHA ENO TBOPYECTBA, 
Xy XOKHKA MHTEPECOBANA HC PADIMYMA MEXAY ANTENAMH, 
HO B NEPBYIO OMEPEB HX OÓMIMOCTE, MPyYxkÓa, HEpasen- 
HOCTb. 

Jlur.: H. Ipañapo, A. PyGnes. — «Bompocst pecrampanm», 
apum, L, M., 1926, crp. 71; H. Jlemuna, «Tpomua» PyÓneza, 
M., 1963; M. Aanamos, O 3nanenmn «Tponu» Pyónena. — 
«OTIOJBL HO HCTOPHH PYCCKOrO HCKYCCTBA, T. 1, CTp. 119— 
127, F. Bsdopuos, Horoorkpetras mxoma «Tpomusn m3 
Tpomue-Ceprmesoñí naspót 1 «Tpomna» PyGnena. — C6. 
«JIpemnepycekoe Hexyccrao», M., 1970, crp. 115—155. 


of the Trinity-Sergius Lavra. 

Early 15th century. 142x114. 

Tretyakov Gallery, Moscow. 

Despite the loss of some parts of the original painting 
(the cloak of the left-hand angel, and the faces, which have 
been touched up), the icon has preserved the irresistible 
charm of this masterpiece of early Russian painting. All 
arguments about which of the three persons of the Trinity 
Rublev depicted in each of the three angels are of secondary 
importance to an understanding of his work. The artists 
was interested not in the difference between the angels but, 
above all, in what brought them together—spiritual unity, 
friendship and indivisibility. 

Bibliog.: /. Grabar, A. Rublev, in “Voprosy restavratsii”, 
fascicle I, Moscow, 1926, p. 71 (Russ. ); N. Demina, Rublev's 
Old Testament Trinity, Moscow, 1963 (Russ.); M. Alpa- 
to, On the Significance of Rublev's Old Testament Trinit) 
in “Studi vari diumanitá in onore di Francesco Flora”, 
Milano, 1963, p. 825; G. Vzdornov, The Newly Revealed Old 
Testament Trinity Icon from the Trinity-Sergius Lavra and 
Rublev's Old Testament Trinity, in “Drevnyerusskoye is- 
Kusstvo”, Moscow, 1970, pp. 115-155 (Russ.). 
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THE DORMITION: 
1át centr. Pao soho, 9032583, 
Tie Harmiago, Leer. 


HAPCKME BPATA 

Us co6parma M. OcrpoyxoBa. 

XV 5. Ho»ropozexaa mxoza. 13840. 
Tperbaxoncraa ranepea, Mocka. 


UY JO TEOPTMA O 3MME 

M3 uepkgm norncra H1koJexoro 

6nm3 Pocropa-Benmxoro. 

Hauano XVI 5, Pocrosckaa mxona, 11598, 
Tperbaxonckaa ranepea, Mockba. 

Conocrannenuble Ha pasBopoTe HKOMBI HOWKHBL MATb He- 
KOTOPO€ MpcAcTamnenHe O HpeBHepycckom MKOHOCTACE 
(B Hero BXOHHIA EMO MpasAmaunblá Mm npopoxeckHñi, a 
MHOT/JA M MPAOTCNECKMÍ APYCHI). DTHM HONKHO B HEKOTO= 
polí CTenenH KOPpekTHpOBATECA OIMMÓOHOE OÓSIKHOBEHME 
PA3BCIIMBATE HKOHBI B COBPEMCHHBIX Xy IO XCCTECHHBIX MY- 
3EAX KAK CTAHKOBIC KAPTHHBI, OJMHY HOOJAJIB OT APyrol 
B IPOMIBONBHOM OPayIKe, MKOHBL JEHCYCHOTO “MHA «NEP- 
KAJIM» Bce OcTasbrble “acta Hkomocraca. Hiknuli apyc Tax 
HA3BIBACMBIX MCCTHHX HKOH ÓBIJT MEHEE CTPOO YNOPAAOYEH, 
TAK KK OH CO3/IABAJICA HC OJHHM MACTEPOM H HC OXHOBPe> 
MeHno (p mame pekOHCTpykUHH Hapany e mkomoli XIV p. 
ecro 1 uxoma XVI 5.). Ho orcrymienne or crporolí cum- 
MCTpHHa He HApyl1aJo HeJoCTHOCTH BIC4AT/ICHMA, TEM Óonee 
<TO HAPCkHe BPATA NOANEPkHBAA CpeJImioro och. B H3pect- 
HOM CMBICIE BCE MPCACTABNEHHBIE HA HKOHAX PATYPEL MIPH- 
HHMAaJIH YWacTHe B CBANIEHHOJIEÍCTAMM, B MOJCHHM QHryp 
JSHCYCHOTO “HH. CYIIHOCTE HKOHOCTACA HC TONBKO B HKO- 
HOTpaquuecrol por pamme, HO M B OCOÓOM TOHAMAHHH CBO- 
GOJ1bt MH HEOÓXOAMMOCTH KOMIO3HLUMH (B ITOM ero OTIMAHE 
OT GoJee CTAGMIIBHBIX HOJMNTAXOB — ANTAPHbIx OÓpa3oB 
Mranm). 

Jur.: H. Cneposckuú, Crapummbie pycckme HKOHOCTACEI, 
Cn6., 1893; JT. Bemun, OG apxutexTypuoli KOMMO3HUMH 
IPEBHEpyCCKMX BLICOKHX HKOHOCTACoOB. — C6. «Jlpemmepyo- 
cxoe ncxyccrao», M., 1970, crp. 41-56. 


92 
THE ROYAL DOORS 
From the L. Ostroukhov collection. 
15th century. Novgorod school. 138 x 40. 
Tretyakov Gallery, Moscow. 


93 
ST GEORGE AND THE DRAGON 


From the church of the pogost of Nikolskoye 

near Rostov the Great. 

Early 16th century. Rostov school. 115x98. 

Tretyakov Gallery, Moscow. 

The icons reproduced on these two pages should give some 
idea of an early Russian iconostasis (which also included 
the Church Feasts, Prophets, and sometimes Patriarchs 
ranges). This fact should correct to a certain degree the 
mistaken custom of hanging icons as easel paintings are 
hung in modern art museum—one separated from the other 
and arranged in an arbitrary way. The icons of the Deesís 
Range “held” together all the other parts of the iconostasis. 
The bottom tier, the so-called Local Range was less strict 
in its order because the icons in it were not usually painted 
by the same master, and not even at the same time (our 
reconstruction includes, besides a 14th century icon, 
a 16th century one). But this deviation from strict sym- 
metry did not violate the integrity of the impression, 
especially as the Royal Doors stressed the centre axis of the 
iconostasis, In a certain way all the figures represented 
took part in divine service, joined the interceding figures 
in the Deesis Range. The meaning if the iconostasis lies not 
only in its iconographic programme but also in its special 
conception of freedom and compositional necessity (here 
it diflers from the more stable polyptychs—the altar images 
of Italy). 

Bibliog.: N. Sperovsky, Old Russian Iconostases, St Pe- 
tersburg, 1893 (Russ.); L. Betin, About the Architectural 
Composition of Tall Iconostases of Early Russia, in “Drev- 
nyerusskoye iskusstvo”, Moscow, 1970, pp. 41-56 (Russ.). 


94—100 
ATIOCTOJ METP. THE APOSTLE PETER. 
APXAHTEJI MMXAMJI. THE ARCHANGEL MICHAEL, 
BOFOMATEPb. THE VIRGIN. 
CrAC HA MPECTOJE. THE SAVIOUR ENTHRONED. 
MOAHH MPEATEGA. —STJOHN THE BAPTIST, 


APXAHTEJI TABPMMJ. 
ATIOCTON MABEN 

XV ». Hoproponeras mona, 160% 59, 
cpenumk 157x108. 

Tpersaxoncras ranepea, Mockaa. 


101—1 

AMOHUCHA 

APXAHTEJI MUXAMIL. 
BOFOMATEPb, 

MOAHH MPEATEMA. 
ATIOCTOJ MABEJL 
FPATOPMÁ BOFOCIOB 


Us nepxon Poxnecraa Boropoxmnbr 

DeparioHTOBA MOKACTHIPA. 

Oxoxo 1502 r. 15560. 

Tperbaxoncraa ranepes, Mocka 

u Pycckmli myacñi, Jlenmurpan (ra6n. 165). 

Vixomb1 BSInoJImoIaco Jnomcnem 4 ero ysemuama. Drmm, 
BHJHMO, OÓACHS¡CTCA HIX Hepanmonennocro, HanOonce npe- 
xpacust — crpolínas Boromareps, rnóxas burypa Moanna, 
Tpuropuk Borocnos ero Genocuexmoli puse. Panom 
€ HHMA HOBTOPOXCKHÁ "HH NPOMTPEIBAer. 

Jlur.: 9. Cmupnoca, Kuonucs Jipenneñ Pycm (maxonka 
x orkpsiria), JL., 1970, 1a6n. 24, crp. 10. 


THE ARCHANGEL 

GABRIEL. 

THE APOSTLE PAUL 

15th century. Novgorod school. 160 x 59, 
centre panel 157 x 108. 

Tretyakov Gallery, Moscow. 


04 165 
DIONYSIUS 
THE ARCHANGEL MICHAEL. 
THE VIRGIN. 
ST JOHN THE BAPTIST. 
THE APOSTLE PAUL. 
ST GREGORY THE THEOLOGIAN 
From the Church of the Nativity of the Virgin 
in the Ferapontov Monastery. 
e. 1502. 15560. 
Tretyakov Gallery, Moscow 
and Russian Museum, Leningrad (plate 165). 
The icons were painted by Dionysius and his pupils, and 
this explains the dissimilarity in their merits. The best are 
those depicting the slender Virgin, the suple figure of 
St John, and St Gregory the Theologian in his snow-white 
raiment. Beside this range the Novgorodian one is seen 
as inferior. 
Bibliog.: E. Smirnova, Painting of Early Rus (Finds and 
Discoveries), Leningrad, 1970, plate 21 p. 10 (Russ). 
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MONAMECA HODTOPOAMB TH PRAYING NOVGORODIANS 
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THENATIVITY OF CARIST 
rom te 1 str ho collar. 
ls al 150 cet 
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111 


JAMUTPMÍ CONYHCKMÁ 

CIKMTMEM 

M3 Hosropoxa. 

Haxano XV ». 111 86,5. 

Bpemenno — Dpmurax, Jlenmarpan. 

DTA HOBTOPOACKAA BOMHCKAA HKOMA — AMANOTHA K COBPe= 
mennolí edi uxome «Apxauren Muxamr c oxuruem» Apxan- 
renscroro co6opa. Cp. cuenst noenmura c xrielimom «Bops6a 
Maxo»a c anrenom». Hopropoacras HxoHa GoJee apxamuna. 
Paom € IIOCKOCTHBIMA «purypamu (spone Genocexmoro 
KOHA) B WETBEPTOM KIeliMe CRepxy cmpana nepenana oO5em- 
HOCTb Kamennoli rpoGmmusl (cp. e «Ycnennem» XV B.). 
Jlur.: B. Teopeuesckui, Hoproponckuá my3eñ. — «Coerusm- 
mono», 1915, Ne 9—12. 


1 
YCIMIEHME 


Hauano XV ». Hosroponckas mona. 48 x 37. 

Pycckul my3eú, Jlenmurpan. 

Cokpamenmbrli nepenon «Venenns» (6e3 anocronos). Mona 
JIMIIAETCA ITAM «COÓOPHOCTM». 3ATO BHIMYKMO NCPeaHbl 
INEMEHTAPHEIE POPMBI — FOPH3OHTAND B purype yMepuieh, 
O6bemHocro ee noxa u 3namul. Durypka Moamma m Cre- 
«bana (cp. e «Poxiecreom XpHcTOBBIM») BHOCAT B HKOHY 
weptbI MONIeMHbIx o6pazos (cp. e ukomoñ «Drop, Maxos M 
JlaBp») H Botrecusior M3 Hee nelicrane. Macra 3namuli no- 
TIKCAHbI MPA MO3AHEÁLICÁ PECTABPALMH.. 
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CTPAHIHbIó CY A 

O6unit mun m dparment. 

Cepenmna XV B. 

Hosroponckaa mona. 162% 115. 

Tperbaxosckas ranepes, Mockba. 

Pyccknit BapuanT TPanmumnoHHoro HkoHorpaqueckoro Tania. 
n3o6paxenníá. Menblie IPamaTH3MAa, YeM B BH3AHTHÍÁCKMX 
MKOHAX HA ITY Temy, 3aTO ÓoJImble 3AHHMATEBHOCTH pac- 
cxa3a. C honbKIOPHOM HAMBHOCTBIO MPEACTABICHE! MOHAXH 
B Paro C KPUTSIILIKAMH 38 MICHAMH, KAK MPH3HAKAMH «an- 
TeJIbCKOrO YHHA». 
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BMTBA HOBFPOPOAUEB 

CCY3HAAJIBUAMU 

(Hyno or HkoHbr 

«BHamenne»). 

O6umii Bu 4 pparmenT. 

Cepenuna XV B. 

Hosroponckaa mona. 121 x 126. 

HoBroponckui HCTOPMKO-APXHTEKTYPHBIÁ 
myaeli-3anonemmux, HoBropon. 

HanÓoztee COBCpIeHHbllí BAPHAKT M3 PAULA HKOH HA ITY TEMY 
(Tperpaxosckol ranepen, Pycckoro my3ea 1 np.). B ocuoge 
3TOÍÁ BOHMHCKOM MKOHBI JIEKHT HHAA MOITHKA, EM B OCHOBE 
GOJIBIIMHCTBA EBAHTENBCKMX HU KHTAÍHBIX MKOH. M3BecTHo€ 
CXOJICTBO C MHHHATIOPAMH, MILIIOCTPALMAMH HCTOPHYCCKHX 
XPOHHK. 

Jlur.: A. Anucusos, DTIOMBL O HOBTOPOMCKOM HKOHONHCH. 
IL. Uyno or nkombr Boropost. — «Codus», 1914, No S, 
crp. $21, 
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ST DEMETRIUS OF THESSALONICA 
WITH SCENES FROM HIS LIFE 

From Novgorod. 

Early 15th century. 111 86.5. 

Temporarily in the Hermitage, Leningrad. 

This Novgorodian icon, one of those depicting warrior 
saints, is analogous to the contemporary icon of the Archan- 
gel Michael with Scenes from His Life from the Cathedral 
of the Archangel Michael in the Moscow Kremlin (cf. the 
scenes of the duel here and the border scene Jacob and the 
Angel). The Novgorodian icon is more archaic. Beside the 
1wo-dimensional figures (like the snow-white horse), the 
fourth border scene from top on the right-hand side conveys 
the volume of the stone sarcophagus (cf. the 15th century 
Dormition). 

Bibliog.: Y. Georgievsk», Novgorod Museum, in “Svetil- 
nik”, 1915, No. 9-12 (Russ). 


12 
THE DORMITION 
Early 15th century. Novgorod school. 48 x 37. 
Russian Museum, Leningrad. 
Ana bridged version of the Dormition (without the Apostles). 
The icon no longer has a “convocational” quality, instead 
the elementary forms are conveyed forthrightly: the hori- 
zontal line in the figure of the Virgin, the three-dimensio- 
nal nature of the couch and the buildings. The little figures 
of John and Stephen (cf. the Nativity of Christ) introduce 
certain features of vocational icons (ef. the icon of SS Florus, 
Jacob and Laurus) and eliminate all action from the icon. 
Parts of architectural details were painted during later 
restoration work. 
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THE LAST JUDGEMENT 
General view and detail. 

Mid-15th century. 

Novgorod school. 162% 115. 

Tretyakov Gallery, Moscow. 

A Russian version of a traditional iconographic type. It has 
less dramatism than Byzantine icons on the same subject, 
but the story it tells has greater fascination. Monks in 
Paradise are represented with folklore nalveté and have 
little wings as a mark of the “angelic rank. 


116 


THE BATTLE OF THE NOVGORODIANS 

WITH THE SUZDALIANS 

(The Miracle Worked by the Icon 

of the Virgin of the Sign) 

General view and detail. 

Mid-15th century. 

Novgorod school. 121 x 126. 

Museum of Architecture 

and Ancient Monument, Novgorod. 

The finest version of the icons on the theme (Tretyakov 
Gallery, Russian Museum, etc.). Depicting military valour, 
itis based ona different set of poetic images from the majori- 
ty of icons on biblical subjects or those depicting lives of 
the saints. There is a certain similarity with miniatures, 
with illustrations of historical chronicles. 

Bibliog.: A. Anisimov, Essays on Novgorodian Icon Paint- 
ing. IL The Miracle Worked by the Icon of the Virgin, 
in “Sophia”, 1914, No, 5, pp. 5-21 (Russ.). 
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122 125 
WEHOP CTPATMJIAT ST THEODORE STRAILATES 
CXMTMEM WITH SCENES FROM HIS LIFE 


Cpexmmk n kneñimo: 

Cnarme Penopa co kpecra 

M erO HCUEJCHHEC AHTEJIOM. 

Ms nepxan Denopa Crparunata 

3 HoBropoze. 

Konen XV p. Hogropoxckas mroxa. 180 x 135. 
HoropoJckul HCropuko-apxuTexTypmblii 
my3eñi-3anoBemmk, HosropoA. 

Durypa CpeaHaKxa M3AuIHA, Kak BOHHBI POCMHCH HEPKBH 
Poxnecrea Boropoamus Pepanontoga MOHACTEpa Jluonn- 
cus, Ho Menee usas, uem purypa nemero Teoprua. B k4- 
TUMÁHEIX KJIEÍMAX MOABIDICTCA HEKOTOPAH CKOBAHHOCTE (pM- 
ryp. Muykparnoe nonTopenue Tex e nepconaxel p «Cha- 
THM CO KPEcTa» nepexacr pasBnTHe HeÑCTBHA. 

Jlur.: A. Anucumos 1 TT. Mypamos, Hoeroponexas Hkoma 
es. Henopa Crparunara, M., 1918, 


Centre panel and border scene: 

The Deposition of St Theodore 

and His Healing by the Angel. 

From the Church of St Theodore Stratilates 

in Novgorod. 

Late 15th century. Novgorod school. 180 x 135. 

Museum of Architecture 

and Ancient Monument, Novgorod. 

The figure in the centre panel is refined like the warriors 
in the wall painting by Dionysius in the Church of the 
Nativity of the Virgin in the Ferapontov Monastery, but 
it is not so lively as the figure of St George on Foot. There 
is a certain frigidity in the figures in the border scenes. 
The double representation of the same personages in the 
Deposition of St Theodore conveys the development of the 
scene. 

Bibliog.: A. Anisimov and P. Muratov, Novgorodian Icon 
of St Theodore Stratilates, Moscow, 1918 (Russ.). 
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HEBEPME 9OMBbI 


M3 co6opa ca. Copun 1 Horropone. 

Koneu XV p. 24x 19. 

HoBroponckuk HcrOpHKO-APxHTEKTYpHbIM 
my3eit-3anogenuk, HoBropon. 

rn ABycropomHue codulickme raÓnerkH (Tak Ha3blBaemble 
CBATUBI) B4PTYO3HBI HO CBOEMY HCHONHEHHIO, OAHAKO BPAA 
JIM MO)KHO CUHTATb MX «eGeamuol necueio HOBTOPOACKOM 
HKOHONHCH. B HAX CCTb DJIEMCHT Ge3JIHuMA M HeXBATaeT TOM 
HenOCpeJCTRCHHOCTH BBIPACHMA, KOTOPAM CROMCTBCHMA 
nyummm HOBroponckum mxonam XV Bo 


Jlur.: O. Wulf und M. Alpatoff, Denkmiiler der Ikonen- 


THE INCREDULITY OF THOMAS 

From the Cathedral of St Sophia in Novgorod. 

Late 15th century. 24 x 19, 

Museum of Architecture 

and Ancient Monument, Novgorod. 

These two-sided tablets from St Sophia's (the so-called 
Menology) are virtuoso in their execution. However, it 
would not be true to consider them the “swan song" of 
Novgorodian icon painting. There is a certain mediocrity, 
a lack of that spontaneity of expression characteristic of 
the best of 15th century Novgorodian icons. 


Bibliog.: O. Wulf und M. Alpatoff, Denkmáler der Iko- 


malerei in kunstgeschichtlicher Folge..., S. 172, nenmalerei in kunstgeschichtlicher Folge ..., $. 172, 
124 
BOCKPEMIEHME JIABZAPA — THE RAISING OF LAZARUS 


XV b. Hosroponeraa mona (2). 72% 60. 

Pycckuii my3ei, Jlenmnrpan. 

Hecmorpa Ha nponcxoxnenue Hkombr m3 Knpusno-Beno- 
3EPCKOTO MOHACTHIPA, CBAJAHHOFO C MOCKBOÍ, HKOHA MO CTH- 
nucrmueckam npusnaxam Ónmxe k HoBropony. 

Jlur.: 9. Cmupuosa, Jue uxomb ua Kupus1o-Besozepckoro 
MOHAcThipa. — «Coo6menna Focynapcreemmoro Pycckoro 
my3es», bin. VIII, JL., 1964, crp. 100. 


15th century. Novgorod school (?). 72 x 60. 
Russian Museum, Leningrad. 

Despite the provenance of the icon—the Kirillo-Belozersky 
Monastery which was connected with Moscow, the icon 
is closest to Novgorod stylistically. 

Bibliog.: E. Smirnova, Two Icons from the Kirillo-Belo- 
zersky Monastery, in “Soobshcheniya Gosudarstvennogo 
Russkogo Muzeya”, fascicle VIII, Leningrad, 1964, p. 100 
(Russ). 


126 
FIAPACKEBA TISTHMIA — ST PARASKEVA PYATNITSA 
CXMTMEM WITH SCENES FROM HER LIFE 
«parmenr. — Detail. 


XIV—XV an. Mexosckas kona. 150118. 

Mcropxueckuii my3eíi, Mockna. 

Xapakrepubid uckomckmii 06paz »entmmbr c TOHKOÑ nepe- 
Hameñ AYLIEBHOFO BDIPAKCHMA B JIM. Ají mau e 3010- 
TbIM ACCHCTOM TAKK€ THIMUEH JUIA TICKOBCKOH HIKO/TBL.. 
Jlnr.: M. Hasarosa-Cuaveaneias, Kuruíinas noma Hapac- 
xenst Harmmnpl e pocemHanuaroro knelíimamm. — C6. «Jlpen- 
Hepyccroe Herycerno. Xynoxecreennas kyarypa Tlckopa», 
M., 1968, crp. 127—138. 


14th-15th century. Pskov school, 150x118. 
History Museum, Moscow. 

A characteristic Pskovian image of a woman, with its 
delicately conveyed spirituality of features. The crimson 
cloak with gold hatching is typical of Pskov school. 
Bibliog.: M. Pavlova-Silvanskaya, The Icon of Paraskeva 
Pyatnitsa with Eighteenth Scenes from Her Life, in “Drev- 
nyerusskoye iskusstvo. Khudozhestvennaya kultura Psko- 
va”, Moscow, 1968, pp. 127-138 (Russ). 
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THE NATIVITY OF THE VIRGIN 
WITH SELECTED SAINTS 

FAS cota, Por so. 240, 
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COMIECTBME 

BO AH 

Dparmenr. 

Us Tponuxoro co6opa » Ocrpore. 

XV ». Nlexoperaa noia. 156x92. 

Pyccxuii myaeñ, Jlemuurpaz. 

Hanpaxennoe pSIpaKCHHC JIM H HE NEPCOMBACMBIii xOn0A- 
HBIMM TOHAMM APKO-AIIBIA 111Q11 EBbI — XApaKTepHbL€ MEPTbL 
ICKOBCKOÍ UIKOMEL. 

Jwr.: H. IHopgupudos, K ucropua nexomckoli cramkoBol 
xusomucu. Mixona «Comecrane po am» m3 Ocrpona. — C6. 
«JIpebnepyccroe HCKYCCTBO, XyHOXECTBCHNAA KYIBTYPA 
Tlexosa», erp. 109—113. 
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COBOP BOTOMATEPM 

O6Guná Ban a pparmenr. 

M3 nepxam Moxposa » Tlexone. 

Bropas nonopnia XIV 5. 

Texosckas mxoxa. 81 61. 

'Tperpaxosckaa ranepea, MockBa. 

3Hauenme 9TOÍ MKOHBL eme He pa3rajano. Jluomucmiíckoe 
HCCTYMICHHE XapakTepho mra Fckoa. OTCTYMNEHHA OT ka- 
HOHOB — CMyrJIBIe nONYOOHaxemmble Tena Sem m Tlyc- 
'TbIHM, AHreJb1 Óe3 kpbumeB, Fopenne apko-anoro (cp. € HKO- 
mamu «Apxanren Fanpuun», «Poxnecrao Boromatepm», 
«ConiecrBHe Bf a). 

Jlnt.: A. Hexpacos, [Ipepnepycekoe 1306pazTexnoc nekyo- 
erso, M., 1937, crp. 180, 181. 


THE ANASTASIS 

(The descent into hell) 

Detail. 

From the Trinity Cathedral in Ostrov. 

15th century. Pskov school. 156x 92, 

Russian Museum, Leningrad. 

The tense expression on the faces, and the bright crimson 
cloak of Eve, which is not broken by cold hues, are char- 
acteristic features of the Pskov school. 

Bibliog.: N. Porfiridov, On the History of Pskovian Panel 
Painting. The Descent Into Hell, Icon from Ostrov, in 
“Drevnyerusskoye iskusstvo. Khudozhestvennaya kultura 
Pskova”, pp. 109-113 (Russ.). 
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THE SYNAXIS OF THE VIRGIN 

General view and detail. 

From the Church of the Intercession in Pskov. 

Second half 14th century. 

Pskov school, 81 x 61. 

Tretyakov Gallery, Moscow. 

The significance of this icon has still to be discovered. The 
Dionysiac frenzy is characteristic of Pskov. The deviations 
from the canons: the swarthy, half-naked bodies of the 
figures personifying the Earth and the Wilderness, and the 
angels without wings. There are patches of flaming crimson 
(cf. the icons of the Archangel Gabriel, the Nativity of the 
Virgin, the Anastasis). 

Bibliog.: A. Nekrasov, Early Russian Fine Art, Moscow, 
1937, pp. 180, 181 (Russ.). 
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POXJAECTBO XPUCTOBO 

C U3EPAHHbIMU CBATbIM” 

OGuud BHA H ba pparmenta. 

a Tloxponckok nepxam 3 Onowxe 

Tlcxorckok 061. 

XV—XVI aa. Mekosckas mkoa. 8273. 

Tlckomckniá HOTOPHKO-XY IOX€CTBCHHbI My3CÍ, 

Tlckos (ppemenno p Pycckom my3ee). 

Mhoro JH3HCHHOCTA H HenOCpeACTBCHHOCTA B ACHIMNAX, 
YMbIBArOLIMX MIIaJeHta, p nevambnom Mocue M B nacryxe, 
TpyGatuem B por. Durypbt pasópocambl no nOBEpxHOCTH 
mont. Tony urypbt CBATBIX HECopazmepiar purypam epere 
Huka. TemHOoTa rOpbl, BHIMMO, JAOJOKHA OJHAATb MPak 
HOYM. Orecrynnemme OT MKOHOTPAQMUeCKHx kaHOHOB. Anre- 
Bl, MOIOUINE CHABY, — H3O6peremne macrepa. Manembxult 
MACTyHIOK «3ATECANCA) B ITOT JIOHCYC, HO OTJAABIBACTCA HA 
CBOCrO TOBAPHINLA. 

Jiur.: 9. Cmupuosa, Munomucs Jipesmel Pycm (naxonkm a 
OTKPEITAA), CT. 7, mau. 1221. 
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TOJIOXEHME BO TPOB 
OGuxmik pur m doparmenr. 
Us co6pamma M. Ocrpoyxo»a. 
Konen XV 5. 91 x 63. 
Tperraxocras ranepes, Mockpa. 


THE NATIVITY OF CHRIST 

WITH SELECTED SAINTS 

General view and two details. 

From the Church of the Intercession in Opochka, 

Pskov Region. 

15th-16th century. Pskov school. 82 x 73. 

Art Museum, Pskov (temporary 

in the Russian Museum). 

There is much that is life-like and spontaneous in the women 
bathing the Child, in the sad-looking Joseph and the young 
shepherd blowing the horn. The figures are scattered over 
the surface of the icon. The half-length figures of saints are 
not in proportion with the figures of the main section. The 
dark colour of the mountain apparently signifies the dark- 
ness of night. The icon deviates from the iconographic ca- 
nons; the angels singing glory having been added by the 
painter. A shepherd boy has wormed himself into the Deesís 
but he turns round to look at his comrade. 

Bibliog.: E. Smirnova, Painting of Early Rus (Finds and 
Discoveries), p. 7, pls. 12-21 (Russ.). 
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THE ENTOMBMENT 

General view and detail. 

From the 1. Ostroukhov collection. 
Late 15th century. 91 x63. 
Tretyakov Gallery, Moscow. 
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COMIECTBME 

BO AH 

M3 co6pamma A. Mopososa. 

Koen XV 5. 91 x60. 

*Tperpaxorckas ranepes, Mockea. 

Chenemna O MpoHcxo Aena mom (ra6n. 138, 140) m3 Kap- 
TOMONA HCAOCTOBEPHEL. CXOJICTBO TOPOK B «FlonOxeHHn BO 
Tpo6» c «Tpeo6paxemuem» Fopsxomckoro my3ea (H. Po- 
sanosa, Pocropo-Cy3mambcraz aunommcs XI —XVI peros, 
M., 1970, TaÓn. 86) HeHocraToMHo IA OTHCCEHMA HKOH 
K Hixeroponexoli mone. To 1Bery Óm3KH HOBTOPONCKHE 


THE ANASTASIS 

(The descent into hell) 

From the A. Morozov collection. 

Late 15th century. 91 x 60. 

Tretyakov Gallery, Moscow. 

The information which points to Kargopol as the prove- 
nance of the icons (pls. 139, 140) is dubious. The similarity 
between the hilly landscape in the Entombment and the 
2. msfiguration in the Museum in Gorky (N. Rosanova, 
Rostov-Suzdal Painting in the 12th-16th Centuries, Mos- 
cow, 1970, pl. 86) is not sufficient to enable the icons to be 


123 — mxombr, ne caarubr (cp. c HkoHoki «Herepme Dombn»), a ne-  ascribed to the Nizhny Novgorod school. The closest 
121 mmit Peopruíí. «Comecreue BO 270, BHAHMO, APyroro, me- Novgorod icons are not those of the Menology (cf. the icon 
Hee omapemnoro macrepa. «ITonoxeme BO rpob» He ycry- of the Incredulity of Thomas), but that of St George on Foot. 
naer m3necrnolí «ppecke Ha Ty xe temy [xorro. The Anastasis is apparently by a different and less gifted 
painter. The Entombment is not inferior to the well-known 
fresco on the same theme by Giotto. 
141 
BOFOMATEPb METPOBCKAA THE PETROVSKAYA VIRGIN 
Ya co6pamma C. PaGymmncroro. — From the S. Ryabushinsky collection. 
XIV5.23x17. 14th century. 23x17. 
Tperbaxorckas ranepes, Mockga. — Tretyakov Gallery, Moscow. 
142 
HAPCKME BPATA THE ROYAL DOORS 
Dparment: Boromateps u3 «Brarosemenma». — Detail: the Virgin from the Annunciation, 
U3 cena Mmunckoro Ónms Kanmmmma. — From the village of Ilyinskoye near Kalinin. 
XV—XVInb. 4028, — 15th-16th century. 40X28. 
Myaek npesmepycexoro uexyccraa Andrei Rublev Museum 
umenu Amnpes Pyónesa, Mocksa. — of Early Russian Art, Moscow. 
O6e Hxombr oTHocar k Teepcrolí mixone. Kax m cesepmbie — Both icons are ascribed to Tver school. Like the Northern 
HKOHBI, 9TO TIPOBHHIMANbnble paGoró1, HO c mpumemenmem icons, these are by provincial painters—but they use the 
penkoro usera — rony6na. Boromatep, neo6brmna chomm rare golubets blue. The Virgin is unusual in that she regards 
O6panenHbIM k 3putemo aaranom. B «Bnaromemennm» — — the viewer directly. The Annunciation shows some throw- 
oOTronockK nasneonoronckoli npocrpancreemnol apxurexry- — back to Paleologue spatial architecture. The figure of Mary 
pot. Durypa Mapu c npsoxelí ne ¡mena uoamecrea. — with a strand of wool in her hand is not devoid of finesse, 
143 
DJIOP, JIABP, BJACHÁ SS FLORUS, LAURUS, BLAISE 
MMOAECT AND MODESTE 
XV ». Horopozexas mona. 64X40, — 15th century. Novgorod school. 64x 40. 
Pyccxuli my3eli, Jlemmarpan. — Russian Museum, Leningrad: 
FEenn kyabr noxpoBnteneñ ckora BOCxomuT k amtusmocra, Though the cult of the patron saints of animals goes back 
TO B HCKYCCTBE ITO He HAXOMHT Cee mpamoro eipaxemma, — to antiquity, there is hardly any direct expression of the 
OrH paGorbI MOTJIM BO3HAKAYTB B OKpecTH6Ix nepenmax Hop- — fact in art. Such paintings could have appeared in the 
120  ropoxa, orciona mx apxam3m. Bropas mkoma naer no3mox-  villages neighbouring on Novgorod, hence their archaic 


HOCTb MIPCACTABATE CeÓe mpoltecc BRIpaGoTKH «xnaccime- 
cxoro Tuna» mxoma o Pnope 1 Jlanpe, 


Jlur.: 9. Cmupnoea, Kumormco O6onexba XIV—XVIT bb, 


features. The second icon gives us a chance to picture the 
process by which the “classical type” of icons of SS Florus 
and Laurus emerged. 


erp. 75,  Bibliog.: E. Smirnova, 14th-17th Century Painting of the 
Lake Onega Area, p. 75 (Russ.). 
144 
yy AO O OJIOPE MJIABPE, SS FLORUS AND LAURUS, 
BJACMÍ, CHIMPMAOHMÁ — BLAISE, SPIRIDONIUS 
Dparment. — Detail. 


a nepenn Tanmantst. 
XV—uauano XVI». 67 50,7. 
Pycckuli my3eli, Jlemmarpan. 


From the village of Tipinitsa. 
15th-early 16th century. 67 x 50.7. 
Russian Museum, Leningrad. 
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HUKOJIA 3APAÚUCKUM 
CXMUTMEM 
Kneñmo: Poxxenue Hukonb. 


M3 Feopruesckoñ 1epkBH 

Tepe6yxcxoro morocta 613 Hosoú Jlanorm. 

XIV—-XV aa. 129X77. 

Pyccuil my3eí, Jlemmurpan. 

Mxona-1pamuraB (ÓbITb MOXCT, POCTOBO-CY3JAJNECKOFO 
nponexoxpenaa). KpacmBbió CHIyoT ¡HOKAMCÁ KCHIIMADL, 
TOHKME OTHOMIEHMA KPacHoro. Cxommbiii MOTHB Bolíer 
nosmiee 5 mexyccrso Jluomucua (cp. e mxomol «Asexcui 

151. MHTponoJT € HTHEMD), YTPATHB TIPM 9TOM NEPROHAYAJIB= 


ST NICHOLAS OF ZARAISK 

WITH SCENES FROM HIS LIFE 

Border scene: The Nativity of Nicholas. 

From the Church of St George, 

pogost of Terebuga near Novaya Ladoga. 

141h-15th century. 129 x 77. 

Russian Museum, Leningrad. 

A primitive (possibly of Rostov-Suzdal provenance). 
A beautiful silhouette of the reclining woman, and delicate 
relationships of reds. A similar motif was later to be 
incorporated in the work of Dionysius (ef. the icon of 
St Alexius, Metropolitan of Moscow, with Scenes from 
His Life), after losing its original lapidary quality. 


HYIO JIAMHAPHOCTE. — Bibliog.: E. Smirnova, 14th-17th Century Painting of the 
Jhrr.: 9. Cuupnosa, Kumonuce OGonexba XIV-XVI mn., Lake Onega Arca, pls. 8, 9. 
puc. 8, 9. 
146 
MOAHH 3JIAATOYCT  STJOHN CHRYSOSTOM 


M3 Apxanresckol 06n. 

XVI». 68,5 49,5. 

Apxanresbckuk my3ek 

M3OÓPA3MTCIDMHEIX HCKYCCTB, APXAHTCBCK. 

Cho nomoBnen neppomavamnusilt xpacmbiit om. Apxa- 

mam orolí nombr XVI B. B Ayxe panenoBropoJckoli 1IKoJIL 

57 (cp. c ukonoki «Mba FIpopox»). 


From the Arkhangelsk Region. 

16th century. 68.5 X 49.5. 

Museum of Fine Arts, 

Arkhangelsk. 

Much of the original red background has been restored, The 
archaism of this 161h century icon is quite in the spirit of the 
early Novgorod school (cf. the icon of the Prophet Elijah). 
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HUKOJIA OMJIEMHBIM, JEMCYC 

U U35PAHHBIE CBATBIE 

HA TIOJAX 

Ma BaprapuncxoH “acom nepennn Ecuno 
Mensexeropckoro palona. 

XVI». 87x62. 

Pyccxult myaci, Jlemmarpan. 

MKOnOrpadua, Mpuembl IuCBMA M KOMOPAT HAYT M3 HOBTO= 
POJCKOÍ 1IKONE, TlOBEMLCHIAR ACKOPATHBHOCT, KAK 1 NOIA 
nelíumx pocnmcax mpanox. Kpacusi pon cpenmra npupan- 
HUBACTCA K KPACHBIM OJICKHAM HA HOAX. 


Jlur.: 9. Cuupuoca, Kugormc» O6onexba XIV-XVIL ap, 


ST NICHOLAS (HEAD AND SHOULDERS), 

THE DEESIS AND SELECTED 

SAINTS ON THE MARGINS 

From the Chapel of St Barbara in the village of Yesino, 
Medvezhya Gora District. 

16th century. 87 x 62. 

Russian Museum, Leningrad. 

The iconography, the technique of the painting and the 
colour range are derived from Novgorod school. The 
heightened decorativeness is similar to that of later distafls 
with painted ornamentation. The, red background of the 
centre panel balances the red clothes of the figures on the 


erp. 77. Margins. 
Bibliog.: E. Smirnova, 14th-17th Century Painting of the 
Lake Onega Arca, p. 77. 
148 
YY HO O HJIOPE MJIABPE SS FLORUS AND LAURUS 


XVI a. 95,5X72,5. 

Myaeli m306pa3utesmbHoro 

H TIPAKTTAMMOFO MCKYCCTBA, CMONEHCK. 

Tlapadpasa nosroponcroó mxombL XV p. PaGora npoBnH- 
INHAUIBHOFO MACTEPA YCTYNAET PAGOTE CTONMYHOFO MACTEPA. 
Bostee crasm3oranas napabpaza TOrO e IPOTOTHNA B MKO- 
ne m3 Apxakrenberol o6nacrm («JIpepmepycckoe HCKYCCTBO. 
Mrork oxcnemmumiá my3ees PCO-CP no eorimnenmo 1 co6n- 
pammio npom3senennii npemmepycckoro mckyccrma. Kata- 
nor», JI.—M., 1966, crp. 50, puc. 25). 
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17th century. 95.5X72.5. 

Museum of Fine 

and Applied Arts, Smolensk. 

This is a version of the 15th century Novgorod icon. The 
work of the provincial master is inferior to that of the 
master in the metropolis. A more stylised version of the 
same prototype is found in the icon from the Arkhangelsk 
Region (“Early Russian Art. Results of Expeditions of 
Museums of the Russian Federation for the Discovery and 
Collection of Works of Early Russian Art. Catalogue”, 
Leningrad-Moscow, 1966, p. 50, plate 25—Russ.). 
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MJIBA MPOPOK 

Ma nepesmn Kedpremmur 

Kapencrok ACCP. 

XVI ». Cenepmbie mucima. 15x 12. 

Pycckmii my3eí, Jlenmurpan. 

B rol 1o3J1melí UkoHe COXPAMACTCA APXAMUECKAR TIMPAMH- 
nansuas cxema. Kpackn rsyxue, HO Tapmommunie, Cp. c Hko- 
Hol toro »xe macrepa «Comecreme BO an C M3ÓPamHbima 
CBATIMH» M3 APXATENECKOTO MY3€A M3OÓPAZHTEJBHBIX MC= 
kyccrs (C. Aayuxos, Mpesnepycckas xmBonmco. Hobbie or- 
xporrua, 1a6x. 45, 46). 


THE PROPHET ELIJAH 

From the village of Keftenitsy, 

the Karelian Autonomous Republic. 

16th century. Northern icon. 15x12. 

Russian Museum, Leningrad. 

This later icon preserves the archaic pyramidal arrange- 
ment. The colours are of low brilliance but are harmonious. 
Cf. the icon by the same master, the Descent Into Hell with 
Selected Saints from the Museum of Fine Arts in Arkhan- 
gelsk (S. Yamshchikov, Early Russian Painting. New Disco- 
veries, pls. 45, 46—Russ.) 
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ST ALIXIUS, METROFOLITAN OF MOSCON, 

The on ff Acs, 

The Disco Me Remi 
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ATIOKAJIMIICUC 

O6murit pam Tp dparmertra. 

Oxoxo 1500 r. Mockorcras unona. 185% 152. 

Venenckul co6op Mocrorcroro Kpemaa. 

Barom cosnamma ÓesoImáamoro compemenmuka Juomucna 
— Kpemenckoro MACTepa TeKCr ÁNOKAJIMICHCa HCTONKO- 
BAH KAK BONJOIMEHHE CBETBIX vAarudí enomexectaa (nen, 
OTHACTA COMPIKACANOIMIAACA C TAK Ha3EIBaeMoÑí epecbro 
KUNOBCTEYIOMINX). HencTonuIMas antasia MacTepa, paT- 
MMUHOCTB KOMILOSHINMI, CBCTOJAPHOCTE KOJIOPMTA, HAKOHCH, 
TIPOHHKHOBCHHOS HOMIMANNE ANTHUHON K1ACCHKH (Bue MPa= 
Molí 3ammenmocra or Mramn, HO CXOJIHbIM OÓpazom — 
cp. bparmenr uxombr e kapriunolt Tlaoxo Y ueno) — ace 
3TO MEMAET HKOHY OCHOBONOAOKHBIM: MAMATAHKOM IMNOXH, 
KaK (peparionTOLcKHe pocnHcn JHoNHcna. 

Jinr; M. Amamos, Tlamarruk ApeBnepyccrol >HBOnucH 
XV 5., M., 1964; M. Asmamos, Pyccras KRHBorÚco Koma 
XV neka 1 amtimoe macenme » merycerne Empomt. — 
«DTIONEL HO HCTOPHA PYCCKOro HCKycera», T. 1, orp. 175— 


THE APOCALYPSE 

General view and three details. 

e. 1500. Moscow school. 185 x 152, 

The Dormition Cathedral of the Moscow Kremlin. 

In this work by an anonymous contemporary of Dionysius 
—known as the Kremlin Master—the text of the Apocalypse 
is interpreted as embodying the glorious hopes of mankind 
(an idea bordering in some respects on the so-called heresy 
of Judaism). The inexhaustible imagination of the painter, 
the rhythmical composition, the radiant colours and, finally, 
the sensitive understanding of classical antiquity (not 
directly connected with Italy, but in a similar manner—<f. 
the detail from the icon with the picture by Paolo Uccello)— 
all this makes this icon a fundamental relic of the epoch 
in the same way as the frescoes of Dionysius in the Ferapon- 
tov Monastery. 

Bibliog.: M. Alpatov, 1 Maestro di Cremlino, Milano, 1963; 
M. Alpatov, Die “Apokalipse” des Moskauer Kremls und 
das antike Erbin der europáischen Kunst in “Jabrbuch 


187. — der ósterreichischen byzantinischen Gesellschaft”, 1962/63, 
XEXII, S. 211-227. 
163 
«O TEBE PAAYETCA» — “IN THEE REJOICETH” 


Okono 1500 r. 200 x 158. 

Y enenckalí cobop Mocrosckoro Kpemna. 

XOTA HKOHA HAXOAHTCA Tam, Tne pañoran Jlnomucni c yue- 
HIKAMH M1 TIOMONIBAKAMH, OMA AQIBLIE OT MPOM3BEACHM 
camoro macrepa, em mroma «lllecronmen», kOTOpas mpo- 
mexonmr m3 Bonorabr. Mkoma Venenckoro co6opa crporo 
KAHOHHUHA HO HKOHOFPAQMM. DHTYPEL TECHO 3AMONMHAJOT €e 
IIOCKOCTE, HET CBOGOJHOFO, PMÓKOrO puTMa. Kpackm mior- 
ble m1 rspenbre. Bmecte C TEM OHA ÓJIMKE K TDAJIMIMAaM 
Anomucna, “em HKoHa Ha Ty e remy u3 Jlmurpora 5 Tpe- 
TbAKOBCKOÁ Fasepee. 

Jinr.: 7. Danilova, Dionisi, Dresden, 1969, S. 60—62. 


€. 1500. 200 x 158, 

The Dormition Cathedral of the Moscow Kremlin. 
Although this icon remains in the place where Dionysius 
used to work with his pupils and assistants, it is further 
removed in manner from the works of the master himself 
than the icon of the Hexameron of Vologda provenance. 
The icon from the Dormition Cathedral is strictly canonical 
in the iconographic sense. Figures crowd its surface, there 
is no flexible, free rhythm, and colours are thick and heavy. 
At the same time it is closer to the traditions of Dionysius 
than the icon on the same subject from Dmitrov in the 
Tretyakov Gallery. 

Bibliog.: /. Danilova, Dionisi, Dresden, 1969, S. 60-62, 


164 
HIKOJIA JIMOHACMA SCHOOL OF DIONYSIUS 
YBEPEHME 00MbI THE INCREDULITY OF THOMAS 


M3 co6parma A. Mopo3osa. 
Okono 1500 r. 100 x 82. 

Tperbaxonckas ranepea, MockBa. 

TpanmumomHas MxoHorpaqma (cp. € HOBropoJckoli HKOHOM 
«Henepue POMBD») B HCTONKOBAHMH MACTEpa uIKoJÍr Juo- 
Hucna npuoGpena oco6oe ovaporamue. B apneman Xpucra 
CpexH anocTooR Tapmomma, kax 8 apnemma Tpomusr. Ho 
B «VBepeHHm» TOCNOACTBYeT He FonyÓel, a KHHOBAPB, ee 
OTTEHACT TEMHO-3E1EHBIM, C Hei TAPMOHMPYET 3O0MOTHCTHÁ 
TOH BCCÍ TAMMBL. 


From the A. Morozov collection. 

c. 1500. 100 x 82, 

Tretyakov Gallery, Moscow. 

The traditional iconography (cf. the Novgorodian Jncre- 
dulity of Thomas icon) has, in the interpretation of this 
master of the Dionysius school, acquired a charm of its own. 
In the apparition of Christ there is harmony among the 
Apostles just as in the apparition of the Trinity. But in the 
Incredulity of Thomas it is the cinnabar and not the golubets 
blue that is the strongest; it is contrasted to dark green and 
harmonised with the golden tone of the entire gamut of 
colours. 
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TIAPACKEBA MATHMIA ST PARASKEVA PYATNITSA 
XVI». Hosropo,cras uxona. 28X21. 16th century. Novgorod school. 28 x 21. 
Pyccknli my3cí, Jlemmarpan. — Russian Musem, Leningrad. 


Her ocuoaxul cunrar», “To, mOxsico Tapackene, HoBropo- 
nen nyman o Ónmxaltuem Gasapnom ¡me. Tlapackesa p HKo- 
Hax ÓbIia OÓpa3oM BO3BBIMICHHOM )KCHCTBCHHOCTH, HeJO- 
MYZPHA, TIOABHKHHICCTBA. 

Jlur.: B. Jlasapes, Mexycerao Hosropona, M., 1947, crp. 
109; K. Onasch, Paraskeva-Studien. — «Ostkirchliche Stu- 
dien», Bd VI, Wirzburg, 1957. 


There are no grounds for thinking that as he prayed to 
St Paraskeva a Novgorodian had only the next market 
day in mind. St Paraskeva as depicted in icons was the 
image of lofty feminity, chastity and piety. 

Bibliog.: Y. Lazarev, The Art of Novgorod, Moscow, 1947, 
p. 109 (Russ.); K. Onasch, Paraskeva-Studien, in “Ost 
Kkirchliche Studien”, Bd VI, Wiirzburg, 1957. 
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MOAHH BOFOCJOB 

CIKMTMEM 

Kneiima: Pomana u Moann, 

MaGuenne Moanna. 

M3 Boxoroncrol o6nacra. 

Hauano XVI. Mockosckaa 1koxa. 130% 104. 
Bonoroncku kpaesensecknlt my3eii, Bonorza. 

BpaA1 ¡1 MOHO OTHOCHTE MHKOHY B IKOJIE JLHOMHCAA M BH- 
JeTb B meli veptbr Juomuchena novepka. JIpaMaTH3m He Tpn= 
eyux npomsseneanam Jluomucms. Kpackn — HOCHTEJIM TH 
ueckux nennocrelí. Kunonapb TIEPC/AeT AKTMBHOS HAYANO, 
HOXHO-TONYÓbIE M 3ENCHbIE TORA — BEIPARCHHC AYUIEBHOR 
HMCTOTEL, 

Jiur.: F. Monos, Unmoctpamn «Xoxnemna Moanna Boro- 
CxOBa» B MAHATIOPE H CTAKKOBON AuBOnHCH Kona XV 8, — 
«Tpyasl Oruena npeprepycckoó amreparypbr MucruTyTa 
pyccxol «ureparyppr AH CCCP», T. XXIL, M.—J., 1966, 
erp. 208—221. 
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METP U MABEN 
CIKMTMEM 

OGuunik amor m seño: Planes Ha MOpe. 

M3 Hosropoxa. 

XVI». Hoproponexas uosa. 162% 119, 

HonrOPOACKHÍ WCTOPHKO-APXHTEKTY PMI 
myaeli-sanoneJux, HoBropoA. 

B pacunerke knelim, OCOÓEHHO B KsIehiMe HAJL TOJOBAMM ANO= 
crono, Buana 3aGoTa O pabmorecun uBeromsix maten, B oT- 
smune OT cpepmepycckux mom (cp. c mxonoHt «Moamn Boro- 
CIOB C AKMTHEM») KPACKH MIQTHbIS, TYCKBIE. XapakTCpHbl 
OTACNBHBIE KANPOBEIE MOTHBDI, CÓNWXATD CTMJIB HKOMBL 
€ HOBTOPOACKHMH TAGnierkamH Her OCHOBAMMÍ. DTO NAMAT- 
HUKH PASAMAHBIX INOX, 


Jtur.: K. Onasch, Ikonen, Berlin, s.a. S. 57. 
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ST JOHN THE THEOLOGIAN 
WITH SCENES FROM HIS LIFE 
Details: Romana and St John, 

The Flagellation of St John. 

From Vologda Region. 

Early 16th century. Moscow school. 130 x 104. 

Museum of Local Studies, Vologda. 

It is hardly possible to ascribe the icon to the school of 
Dionysius or see in it features of Dionysius' hand, Drama- 
tism was not a characteristic of Dionysius" work. Here 
colours convey ethical values —cinnabar the active principle, 
pastel blues and greens spiritual puri 


Bibliog.: G. Popov, Ulustrations to “The Travels of St John 
the Theologian” in Late 15th Century Miniature and Panel 
Painting, in “Trudy Otdela drevnyerusskoi literatury In- 
stituta russkoi literatury AN SSSR”, vol. XXII, Moscow- 
Leningrad, 1966, pp. 208-221 (Russ.). 
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SS PETER AND PAUL 

WITH SCENES FROM THEIR LIVES 

General view and border scene: $1 Paul at Sea. 

From Novgorod. 

16th century. Novgorod school. 162x119. 

Museum of Architecture 

and Ancient Monument, Novgorod, 

The colouring of the border scenes, especially the upper 
part over the heads of the Apostles, shows a concern for 
the balance of colour parches. Unlike the central Russian 
icons (cf. the icon of St John the Theologian with Scenes 
from His Life) vhe colours are of high saturation and low 
jance. The occasional use of genre motifs is character- 
istic. There is no basis for considering the style of the icons 
close to that of Novgorodian tablets. These are relics of 
different trends of the Novgorod school. 


Bibliog.: K. Onasch, Ikonen, Berlin, s.a., S. 57, 
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HUKOJIA 3APAUCKMÚÁ 

CIKMTMEM 

Kneñimo: Huxona m3romaer Óeca. 

Mia Jimurpora. 

Haxano XVI». 12299. 

Myaelí npeBnepycckoro Hckyccra 

umenm Annpes Py6nesa, Mockea. 

B orsmune OT MHOFHX APYTHX HKOH ITOTO BPeMeHH, ¡Yue 
3APHBIX NO UBETY, B ITOM MOÓEKAAET KOHTPACT CRETIIOTO M 
HEphOrO. 

Jinr.: [f. Haanosal, My3eh Apemepycekoro MCKyccraa 
umenn Aunpea Pyóneza, Ta6n. 4248, 


ST NICHOLAS OF ZARAISK 

WITH SCENES FROM HIS LIFE 

Border scene: Nicholas Exorcizes the Devil. 

From Dmitrov. 

Early 16th century. 122x 99. 

Andrei Rublev Museum 

of Early Russian Art, Moscow. 

Unlike many other icons of the same period, which are 
radiant in colour, here a contrast of light and black 
predominates. 

8.: [l. Ivanova), Andrei Rubley Museum of Early 
Russian Art, pls. 42-48 (Russ.). 
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MOAHH BOFOCJOB ST JOHN THE THEOLOGIAN 
CAMTMEM WITH SCENES FROM HIS LIFE 
Knelimo: PaGormble JnoAH konaror 3emo. — Border scene: Labourers Digging the Earth. 
Ms Cyanana. — From Suzdal. 
XVIn. 135x86. 16th century. 13586. 
Cyanamcxnit ueropmo-xynoxecreemmbii myaeñí, — Art History Museum, 
Cyamamb. — Suzdal. 


Mummariopuocre mucóma — mpuamax XVI p. 
Jur.: F. HTonos, Mamocrpanmn «Xoxnemma Moanra Boro- 
CnoBa» p MAnmaTIOpe Mx CTAamKonolíoxmbommcH kona XV a. — 
«Tpynsr Ornena npesmepyccrol amreparypór Micraryra 
pyccrolt murreparypór AH CCCP», T. XII, crp. 208221. 


The minute style of painting is a sign of the 16th century. 
Bibliog.: G. Popow, Hlustration to “The Travels of St John 
the Theologian” in Late 15th Century Miniature and Panel 
Painting, in “Trudy Otdela drevnyerusskoi literatury Insti- 
tuta russkoi literatury AN SSSR”, vol. XXIL, pp. 208-221. 
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MAPACIEBA EIRTUIMIA ST PARASKEVA PYATNITSA 
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CUMEOH TMPABEAHBIÓ 

M3 co6pamua M. OcrpoyxoBa. 

Cepenuna XVI». 3124. 

Tperbaxoncraa ranepea, Mockza. 

O6pas crapua c xaparrepuol ¡ia XVI p. nenxonorimieckol 
CHOXHOCTBIO BEIPAXCHHA JIMILA H MEPTAMH MYAPOCTH H CHEP- 
KAHHOCTA BO B30pe. Bortee p3BOmosamabrit o6pas Cameona 
B APyTMX MKOHAX 3TOFO BPEMCHH BHITJIAJMT BbiXBAMCHHbIM 
m3 cuenbr «Cperemas». Bpa J1H MKOHEL OTPARALOT B AMUAX 
HNCANEL (GABOJIKCKHX CTAPLED H MOCHQIA, 

Jlur.: B, Anmonosa u H. Muesa, Karanor apenmepycckol 
xxupomuca, T. 11, crp. 214, 


ST SIMEON THE PIOUS 

From the L Ostroukhoy collection, 

Mid-16th century. 31 x24. 

Tretyakov Gallery, Moscow. 

The image of the old man with a psychological complexity 
of facial expression and features of wisdom and restraint 
in his gaze, characteristic of the 16th century. The more 
agitated image of Simeon in other icons of this period 
seems to be transplanted from the scene of the Presenta- 
tion in the Temple. lt is doubtful whether those icons reflect 
in the images depicted the ideals of the “Trans-Volga 
Elders” or the “Followers of Joseph”. 

Bibliog.: A. Antonova and N. Mneva, Catalogue of Early 
Russian Painting, vol, II, p. 214 (Russ.). 
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yy HO TEOPTMA O 3MME 

Pparment. 

M3 co6panma A. Mopo3o»a. 

Koneu XV . PocroBo-cy3Hamckas nukoJa, 7555. 
Tperbaxonckas rasepea, MockBa. 

B ornmume OT HOBTOPOACKHX HKOH Ha TY Je TEMY B 9TOM 
Menbllle NOJMCPKAYTA! YJAJIb BCAJHHKA M ABHKCHME KOHA. 
FlaxarHoe MHCBMO OTIIMUACICA JIAMMIAPwqOCTBIO B AYXC 
XV B. 

Jlur,; A. Tpuijenko, Pycckan MKOHA KAK HCKYCCTBO KHBO= 
mucH. — «BONPOCBI HHMBONMHCH», BELL. 3, CTp. 178, 


ST GEORGE AND THE DRAGON 

Detail. 

From the A. Morozov collection. 

Late 15th century. Rostov-Suzdal school, 75X 55, 
Tretyakov Gallery, Moscow. 

The daring of the rider and the movement of the horse are 
not strongly stressed as in the Novgorodian icons on the 
same subject. The painting of the architectural details is 
clear-cut, in the spirit of the 15th century. 

Bibliog.: A. Grishchenko, Russian Icon as Painting, in 
*Voprossy zhivopisi”, fascicle 3, p. 178 (Russ.). 


188 


yy AO TEOPTMA O 3MME 

Dparmenr. 

XVI p. Mockonckaa uIkoJa. 55 < 44. 

Co6panne TI. Kopuna, Mockza. 

«Onnueckad CTHJIb» B OÓpaze KpenocTH CMCHAeTCa «CKa3oY- 
HbIM», OTJEMBHBIE MOTHBBL, BPOJE LUMHNEH, BOIMOXHO, M3 
3amanmok rpamiopót. Dlaps n tapauia smo6yroTcAa enmuo6op- 
CTBOM KAK 3AHMMATEJIBHBIM 3PEJIHINCM. 

Jinr.: B. Anmonosa, Jpepnepycekoe HcKyccrBo B coÓpamam 
Tlanna Kopuna, erp. 52, 53. 


ST GEORGE AND THE DRAGON 

Detail. 

16th century. Moscow school. 55 x 44, 

The P. Korin collection, Moscow. 

The “epic style” in the treatment of the fortress is replaced 
by a “fairy-tale style”. Individual motifs, such as the spires, 
are possibly derived from Western engravings. The King 
and Queen admire the duel as if it were an entertaining 
spectacle. 

Bibliog.: Y. Antonova, Early Russian Art in the Pavel 
Korin Collection, pp. 52, 53 (Russ.). 
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APXAHTEJI MUXAUJI 

Us Y rima. 

XVI». 35x39. 

Pri mnckudi HOTOPHKO-xy1OxecTBEHHBIN My3elt, Poiómnck 
(npemenno B Tperbaxoncroñ rarepee). 

B ormwime OT Tepomueckoro ApamaTH3ma HKoMb! Havana 
XV B. B 9TOM APXARTeJIe ECTb MH MOJONIEBATOCTE H MAHCP- 
HocTb. Bmecte C TeM MHOFO€ BbIPAXEHO OMHHM MPOTHBO= 
HOCTABNEHHEM KHHOBAPH M YEpxoro (cp. c «Apxarrenom Mu- 
XamJom» Pycckoro My3€2). 

Jlur.: B. Anmonosa, POCTOBO-CY3NANBCKAA MIKONA KHBOMHCH, 
erp. 111. 


THE ARCHANGEL MICHAEL 

From Uglich. 

16th century. 35 x 39. 

Art History Museum, Rybinsk 

(temporary in Tretyakov Gallery). 

Unlike the heroic drama in the early 15th century icon, this 
Archangel has a hint of swagger and affectation in his 
bearing. At the same time much is expressed here simply 
through a constrast of cinnabar and black (cf. the Archangel 
Michael from the Russian Museum). 

Bibliog.: Y. Antonova, Rostov-Suzdal School of Painting, 
p. 111 (Russ.). 
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MOAHH TMPEATEJA 

Us Amurposa. 

XVI». 52x42. 

Myael npesmepycckoro Hexycersa 

amena Amnpea Py6xe»a, Mocksa. 

B ormune or Moamia XV B., MOMHOTO CMMPEHHA MH Kpo- 
TOCTH, B 9TOM HKOHe FOJOBA HOAHATA, B3TMAL OTKPBIT, BO 
BCEM CKBO3HT MPOÓ y IEHME CAMOCOJHAHMA MeNOBEKA. Tpy1- 
HO NOBEPHTb TOMY, YTO HKOHA BXOJIMJIA B COCTAB JEHCYCA. 
Tlpo6y»xemme nmH4HocTH ocraxocé B XVI B. CAMHAYHBIM AB- 
JICHHCM. 


ST JOHN THE BAPTIST 

From Dmitrov. 

16th century. 52 x 42. 

Andrei Rublev Museum 

of Early Russian Art, Moscow. 

Unlike the 15th century St John, full of humility and meek- 
ness, the head of St John in this icon is uplifted, the gaze 
direct, and man's awakening self-awareness can be seen 
in everything. It is difficult to believe that the icon was part 
of a Deesís. The awakening self-awareness remained as 
isolated occurrence in the 16th century. 
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HAKUDOP CABMH 
OTEYECTBO 


Cpenuuk TpexcrBOP4aTOrO CKJAJIBA. 
Konex XVienavano XVII». 4030. 

*Tpersaxoncraa ranepes, Mockaa. 

Ona 13 CAMBIX KPACIHBEIX CTPOTAMOBCKHX HKOM. BoOnOTHC> 
"Tb ACCHCT KAK ÓbI POXAACTCA M3 TMYXIX TOIMIBIX KPACOK. 
Durypa Gora-oTHa Tapmommmo Bnucama 1 kpyr. Mkoma 
H. Capuna BBUIENACTCA M3 “HCIA ÓONBIIMHCTRA CTPOTAHOR- 
CKHX HKOH, HCKYCHO BIMONHCHMEIX, HO HC NOPOXICHIEIX 
HOITHMECKHM BAOXHOBERNEM. 

M. Alpatov und N. Brunov, Geschichte der altrussi- 
schen Kunst, S. 365. 


Jar: 


NIKIFOR SAVIN 
THE NEW TESTAMENT TRINITY 

Centre part of triptych. 

Late 16th-early 17th century. 40 x 30, 

Tretyakov Gallery, Moscow. 

One of the most beautiful of the Stroganov icons. The golden 
hatching seems to be born of the warm hues of low brilliance. 
The figure of God the Father is well placed in a roundel. 
Savin's icon stands out among the majority of Stroganov 
icons which were skilfully executed but did not stem from 
Poetic inspiration. 

Bibliog.: M. Alpatov und N. Brunov, Geschichte der alt- 
russischen Kunst, S, 365. 
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APXAHTEJI MUXAMJI-BOEBOJA 
Cepenmna XVII », 33 < 27. 

Co6parme FI. Kopana, Mockaa. 

AnoKamurruueckuli OÓpaz KpbLIaTOro BOMHA-IYÓKTEIA Ha 
KPBLIATOM KOHe — APKO€ HOPOAEHHE HAPOJMOR QARTAdIn. 
Tpensocxumenne apocianckux pocrmceli kona pexa. Hos- 
HAA IPOTHBONONOXHOCTE YNCHOMY, HICKYCHOMY, HO TIYCTOMY 
M XOMOAHOMY MACTEPCTRY HAPCKHX M3OTpaon. 


THE ARCHISTRATEGOUS MICHAEL 

Mid-17th century. 33 x 27. 

The P. Korin collection, Moscow. 

The apocaliptic image of the winged angel of the bottomless 
pit who came to mete out punishment on his winged horse 
is an outstanding character evolved by popular imagination. 
This is a precursor of the Yaroslavl wall painting of the 
late 17th century and is in direct contrast to the learned, 
highly skilled, but empty and cold mastery of the court 
icon painters. 


198 
CUMOH YINAKOB SIMON USHAKOV 
APXAHTEJIl MUXAMJI, THE ARCHANGEL MICHAEL 
TNONMMPAOMMÁ ABABOJIA TRAMPLING THE DEVIL UNDERFOOT 
M3 co6panma Tonmanenckol-Cocuoncxol. — From the Tolmachevskaya-Sosnovskaya collection. 
1676.23x 20,5. 1676. 23x20.5. 


'Tperbaxonckas ranepes, Mocxba. 
Han6onee «mkoommcnas» paGora VakoBa, Bnpowem He 
6e3 MepT DKJEKTHKM (KOHTpacT Mexny Hurypolí 1 boom). 
XapakTepnas Jula apckux H3orpado YTpaTa TBOPuecKoro 
BOOÓPaKCHKA, NIPH M3BICKAHHOH TEXHMKe HCTONHEHMA. Koro. 

M3OGPAKACT MAJICHBKAA (pHTYPKA — HEH3BLCTHO.. 


Jinr.: M. Aanamos, Bceo6mas ucropua ucxycera, T. II, 


Tretyakov Gallery, Moscow. 
This is the most “icon-painterly” work of Ushakov, but not 
without certain features of eclecticism (figure and back- 
ground). It shows a certain loss of creative imagination 
characteristic of court artists while the technique of execu- 
tion remains highly refined. Whom the small figure 
represents is not known. 


erp. 303. — Bibliog.: M. Alpatov, General History of the Arts, vol. 111, 
p. 303 (Russ.). 
199 
OTYE HAII “OUR FATHER” 


Kneñimo: «M ne BBexH Hac BO HCKY1ICHMO». 

M3 uepxen Ppuropua Heoxecapumiicroro a Mocrne. 
Tocnenuas versepto XVII a. 131 x77. 

Pyccxuk my3eí, Jlemmurpan. 

HecmoTpa Ha 34MMCTBOBAHKA M3 3AMAAHOÁ FpaBiopbI, Gonee 
uenocrHblii oÓpa3, uem B Hkonax C. Y inakoBa. 


Border scene: “Lead us not into temptation”. 

From Church of St Gregory Thaumaturgos in Moscow. 
Last quarter 17th century. 131x77. 

Russian Museum, Leningrad. 

Despite certain borrowings from Western engravings, this 
is a more poetic image than that found in icons by Ushakov. 


Jiwr.: K. Kopuusoouw, Oxmo p munyamee, JL, 1968, crp. — Bibliog.: K. Kornilovich, Window on the Past, Leningrad, 
130—134. 1968, pp. 130-134 (Russ). 
200 
ABPAAM ABRAHAM 


M3 paorexeckoro “una meonocraca 

Crraco-Enpamuena MORaCTeIpa p Cyanane. 

Cepenuua XVI ». 198 x 89. 

My3eli npennepycckoro HcKyccraa 

umena Amnpea PyOneza, Mockpa. 

B oGpazax neJmuecTnenHEIx MpaoTHe  IMpoKHX Iramax 
IIPOXBHNOCE CBOCOÓPa3Hoe pyccKoe GapoKKo. B M3EICKAMHBIX 
COOTHOMICHAAX KPACOK — TO 3ENCHOBATOFO, TO Mepnoro 
€ KACHBIM, TO KMHOBAPH C OXPOÍ — CKAJANHCE NYUIIIME KO- 
HOPHCTHYCCKHC TDAJMHIUHH PYCCKOM HKOHONKCH. 

Jlur.:[H. Hoanosa), Myaeli npeBuepycckoro HCKYCCTBA HMEHH 
Aunpca Pyónena, 1aÓn. 89, 90. 


From Forefathers Range of the iconostasis, 
Spasso-Yefimiev Monastery in Suzdal. 

Mid-17th century, 198 x 89. 

Andrei Rublev Museum 

of Early Russian Art, Moscow. 

In the imposing images of the biblical patriarchs in wide 
cloaks, one can see the features of Russian Baroque. The 
delicate relationships of colours—now greenish, now black 
and red, or cinnabar and ochre—point to the influence of 
the best colours traditions of Russian icon painting. 
Bibliog.: [T. Ivanova], Andrei Rublev Museum of Early Rus- 
sian Art, pls. 89, 90 (Russ.). 
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HONRA OPEATEMA BIVCTAAE 
TENA 

paren 

1 vi Kona Jas Ka, 
aaa, 

et open es Qca open, 
1 rap mt pal sel opa sao Se 
ones Antara, — áTpyam Orts apemergcccl are 
enga Hacer. pos pana. AH CCP, 


STIOHN THE BAPIST IN THE WILDERNESS 
WITH SCENES FROM HIS LF 

Frost e Cure of 55 Comas aná Damiani Kad 
NT 

Tb ladscpa wi tes ever of emba, 
o hn and st a a or Fary Caos 
how Mo ata poso si toos o 
Ib 4. Demi, Obsarvaion a Landacapa in he il 
eS Arch Avent, in “Trdy Orla Jover 
Heat esa ul ear AN SSI 


10 pp, 401406 (o) 
202 
HALA NPOPOK THE PROPHET ELLA 
EXA WITH SCENES FROM IS LU 
ropa ot AVI 761452, Seco hal Vs. 17621452 


Meca Ha popa: pocas 

unen ne yooon noma. apuro year 

pa cea MOCOMO M PSMISTIA epi 
mae maten romoSroCrO 


hice 0 e Pops Ela, Varo 
"Theren soe dad otr ohne una 
for Roman kon puiming. The hare ol io Rinsan 
artes lovin ná oa representan Y 
ne cosa down 1 esmas ds 


sean, ape Ha liopoa pocas, Miblog , Vakdrameser, The Chu of the Ponte 
poca 190% pu. 17. Elo Yana, Vario, 1906, pte 17 (a 
203 
CUMBON ACP THE SYMBOL OF FAFFH 
an. Der 


ropa got VA 149515. 
os spa mmepuce mc, soe esop 


BOFTOMATEPb 
BJAJMMUPCKAA 
Dparmenr. 

Nepsas nonosnia XI p. 
Tperbakoncxa ravepes, 
Mockea. 


APXAHTEJI MMXAMU 
XIV». 

Tpersaxoncraa ranepea, 
Mockoa. 


APXAHTEN TABPAU 
XIME-XIV aa. (?) 
My3eñ, Hiocua. 


MOAHH MPEATEJA 
XIV». 
Dpmurax, Jiemunrpan. 


MOAHH MPEATEJA 
DPparmenTt. 

Tepsas nonommna XV ». 
My3eñ Ipebnepyeckoro 
HCKYCCTBA 

nuenn Aunpes Pyónena, 
É Mockna. 


YCHEHME 

XIV ». My3el 
H3OÓPA3MTENBHBIX HCKYCCTB 
unen A, C, Myununa, 
Mockba. 


YCHMEHME 

Cepenana XV p. 
Tperbakonckas rastepes, 
Mockna. 


BJIATOBEUJEHME 

XIV ». My3eh 
M3OGpA3HTCABHBIX HCKYCCTB 
unen A, C, Plyununa, 
Mockba, 


BNATOBEMEHME 

XIVn. 

Tperbakonckaa rasepes, 
MockBa. 


Aunpeñ Pyósnen 
APXAHTEJI MMXAMII 
Pparment. 

Haxano XV a. 
TpeTbakoBckaa rasepea, 
Mocksa. 


APXAHTEN TABPMMJ 
Dparmenr. 

1387—1395 
Tpersaxoncraa ranepes, 
Mockna. 


THE VIRGIN 
OF VLADIMIR 


Detail. 

First half 12th century. 
Fretyakov Gallery, 
Moscow. 


THE ARCHANGEL MICHAEL 
14th century. 

Tretyakov Gallery, 
Moscow. 


THE ARCHANGEL GABRIEL 
131h-14th century (?) 
The Museum in Nicosia 


STJOHN THE BAPTIST 
14th century. 
Hermitage, Leningrad. 


STJOHN THE BAPTIST 
Detail. 

First half 14th century. 
Andrei Rubley Museum 
of Early Russian Art, 
Moscow. 


THE DORMITION 

14th century. 

Pushkin Fine Arts Museum, 
Moscow. 


THE DORMITION 
Mid-15th century. 
Tretyakov Gallery, 
Moscow, 


THE ANNUNCIATION 

14th century. 

Pushkin Fine Arts Museum, 
Moscow. 


"THE ANNUNCIATION 
14th century. 
Tretyakov Gallery, 
Moscow. 


Andrei Rublev 

THE ARCHANGEL MICHAEL 
Detail. 

Early 15th century. 
Tretyakoy Gallery, 
Moscow. 


THE ARCHANGEL GABRIEL 
Detail. 

1387-1395 

Tretyakov Gallery, 
Moscow. 


CHIumcCoK TABJIMO 
LIST OF PLATES 


AMUTPUÑ 

COJIYHCKMA 

Haano XV-p. My3eli 
MPHKJAMHOTO MCKYCCTBA, 
Benrpan. 


TEOPrmá 

Hauano XVI 5, 
Tperbaxonckan ranepea, 
Mockga. 


Taono Yuenno 


12 
ST DEMETRIUS 
OF THESSALONICA 
Early 15th century. 
Museum of Applied Art, 
Belgrade. 


13 
ST GEORGE 
Early 16th century. 
Tretyakov Gallery, 
Moscow. 


14 


Paolo Uccello 


JIEFEHJA LEGEND OF OSTIA 
OBOCTHM. — THE EXECUTION 
KA3Hb EBPEEB OF THEJEWS 
Dparmenr. — Detail. 
1465—1468. 1465-1468. 
Hammonasbmbiá my3eh, 
Y pónuo. 
15 
BNAHMMMP, — SS VLADIMIR, BORIS 
BOPUC MU FJIEB AND GLEB WITH SCENES 
CIKMTMEM FROM THEIR LIVES 
Kreiimo: — Border scene: 
Tn6em Casrononka. — The End of Svyatopolk. 
Hauazo XVI»b. — Early 16th century. 
Tperbaxorckas ranepes, — Tretyakov Gallery, 
Mocka. Moscow. 
16 
MYAO BXOHEX THE MIRACLE AT CHONAE 
XIV—XV mg. — 14th-15th century. 
Haunonanbubií my3eh, — National Museum. 
Benrpan. — Belgrade 
17 
Peopan Fpex  Theophanes the Greek 
nero ukona and His School 
YCMEHME — THE DORMITION 
Dparment. — Detail. 


OGopor 1xombr 
«Boromarep» Jloncras». 


The reverse of 


the Virgin of the Don icon. 


Konen XIV p. — Late 14th century. 
Tperbaxorckaa ranepen, — Tretyakov Gallery, 
Mockna. — Moscow. 
18 


METbIPEX4ACTHAA MKOHA 


FOUR-PART ICON 


Kneñim Border scene: 
Bockpeuenue Jlasapa. — The Raising of Lazarus. 
Hawano XIV». — Early 14th century. 
Pycckuii my3eñ, Jlemmerpan. Russian Museum, 
Leningrad. 
19 
BOCKPENIEHME — THE RAISING 
JIAZAPA —OFLAZARUS 
Konen XVa. Late 15th century. 


Pyccxnit my3eñi, Jlemmarpan. 


BOFPOMATEPb YMMJIEH”ME 
XV—uauano XVI». 
*TperbAKoBCKaA ravepes, 


Russian Museum, 
Leningrad. 


20 


"THE VIRGIN ELEUSA 
1Sth-carly 16th century. 
Tretyakov Gallery, 


Mocxksa. Moscow. 
21 
BOFOMATEPb  THEVIRGIN 
APOCIABCKAA OF YAROSLAVL 
Cepenuma XV B.  Mid-15th century. 
Tperpaxoncras ranepea, — Tretyakov Gallery, 
Mocxga. Moscow. 
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2 


MY HO FEOPTMA 

O 3MME 

XV, 

Tpersaxoncxaa ranepes, 
Mockaa. 


23 
<YyYAO TEOPTHA 
O 3MME 
Cepeamna XVI». 
Pyccxul my3eñ, Jlenmurpan. 


24 


OTHEHHOE BOCXOX/IEHME 
MJIBM TIPOPOKA 


XVIb. 
Mcropuuecknii my3eí, 
Mockoa. 


25 
OMHEHHOE BOCXOX/IEHME 
MJIbM TIPOPOKA 
XVI». 
Tpersaxoncraa rasepea, 
Mocxoa. 


26 
TEOPrHA 
CAUTMEM 
Knelimo: 
Mcra3anue coaroro 
PACKAJCHHBIM MCAHbIM 
ÓbIKOM. 
Havano XVI». My3eñi 
APCBHepyccKoro MCKyccrBa 
nmenn Amupes Py6xena, 
Mockaa. 


21 
TEOPr MA 
CXKMTMEM 


Knehmo: 
Merazamne caatoro 
PackaJieHHbIM MCJIHbIM 
ÓbIKoM. 

Hauano XVI», My3ci 
APEBHCPyCcKOTO HCKYCCTBA. 
amena Annpen PyÓepa, 
Mockna. 


28 
POXJECTBO 
XPMCTOBO 
1405. 
VixoBa IpasJmnoro «ana 
HKOHocTaca 
Braropemenckoro coGopa 
Mockonckoro KpemA. 


29 
POXJIECTBO 
XPUCTOBO 
Hasano XV », 
*Tperbaxonckaa ranepes, 
Mockza. 


30 
HOKPOB 
Haxano XV ». 
*Tperbaxonckaa raepes, 
Mockoa. 


ST GEORGE 

AND THE DRAGON 
15th century. 
Tretyakov Gallery, 
Moscow. 


ST GEORGE 
AND THE DRAGON 
Mid-16th century. 
Russian Museum, 
Leningrad. 


THE PROPHET ELIJAH 
AND THB FIERY CHARIOT 
16th century. 

History Museum, 
Moscow. 


THE PROPHET ELIJAH 
AND THE FIERY CHARIOT 
16th century. 

Tretyakov Gallery, 
Moscow. 


ST GEORGE WITH SCENES 
FROM HIS LIFE 

Border scene: 

The Torture of the- Saint 
on a Red-Hot Copper Bull. 
Early 16th century. 
Andrei Rublev Museum 
of Early Russian Art, 
Moscow. 


ST GEORGE WITH SCENES 
FROM MIS LIFE 

Border scene: 

The Torture of the Saint 
on a Red-Hot Copper Bull. 
Early 16th century. 
Andrei Rublev Museum 
of Early Russian Art, 
Moscow. 


THE NATIVITY 
OF CHRIST 

1405. Icon from 

the Church Feasts Range 
of the iconostasis 

of the Annunciation 
Cathedral 

in the Moscow Kremlin. 


THE NATIVITY 
OF CHRIST 

Early 15th century. 
Tretyakov Gallery, 
Moscow. 


THE INTERCESSION 
Early 15th century. 
Tretyakov Gallery, 
Moscow. 
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” 
Boquerón Boris Lom 
epica. abra Mo Doa 
XIV Ji sa 
persones ranas. Treyakov Gale, 
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Tparamonass pen Le cer 
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roxana The Appearace lu he Men 
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46 
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61 
eodan Tpex 
BOTOMATEPb 
1405. 
Mxona HencycHoro uma 
nkonocraca 
Bnarosemenckoro cobopa 
Mockonckoro Kpemza. 


62 
Peopan Ppex 
HM ero uikoJa 
YCHMEHME 
OGopor Hom 
«Boromarep» Jlonckas». 
Konen XIV b. 
TperbaKoBCKaA ravlepen, 
Mockua. 


63 
Peopan Ppex 
M Cro HIKOJIa 
BOFOMATEPb HOHCKAA 
DPparmenr. 
Koneu XIV b. 
TpeTbaKoBcKas Fanepea, 
Mockóa. 


64 
«eodan pex (2) 
NPEOBPAXKEHME 
¿Hanano XV p. 
Tperbaxónckaa raepea, 
S Moca. 


65 
Wbeoban Fpek (?) 
TIPEOBPAXEHME 
Pparmenr, 
Haxuano XV b. 
TperbiKkoBcKas Faepes, 
Mockha. 


66 
DPeopan Ppek 
HABEN 
1405. 
ona nencycnoro umma 
HKOMOCTACA 
Braronemenckoro cobopa 
Mockonexoro Kpema. 


67 
Annxpeí Pyónes 
TPOMIUA 
Dparmenr. 
Haxano XV b. 
"TpeTbaKoBcKaa rasepea, 
Mockba. 


68 
APXAHTEJI 
MMXAMJI 
CHKMIMEM 
Cpenmnk. 
Hauano XV nm. 
Apxanrenbckul co6op 
Mockonexoro Kpemaa. 


69 
APXAHTEJL 
MMXAMJL 
CHKMTMEM 
Knelimo: 
Tloxaarue npopoka abusa. 
Hasano XV . 
Apxanrenscknit co6op 
Mocxorckoro Kpemsa. 


Theophanes the Greek 
THE VIRGIN 

1405, Icon from the 
Deesis Range of the 
iconostasis of the Annun- 
ciation Cathedral 

in the Moscow Kremlin. 


Theophanes the Greek 
and His School 

THE DORMITION 

The reverse of 

the Virgin of the Don icon. 
Late 14th century. 
Tretyakov Gallery, 
Moscow. 


Theophanes the Greek 
and His School 

THE VIRGIN OF THE DON 
Detail. 

Late 14th century. 
Tretyakov Gallery, 
Moscow. 


Theophanes the Greek (?) 
"THE TRANSFIGURATION 
Early 15th century. 
Tretyakov Gallery, 
Moscow. 


Theophanes the Greek (?) 
THE TRANSFIGURATION 
Detail. 

Early 15th century. 
Tretyakov Gallery, 
Moscow. 


Theophanes the Greek 
ST PAUL 

1405. Icon from the 
Deesis Range of the 
iconostasis of the Annun- 
ciation Cathedral 

in the Moscow Kremlin. 


Andrei Rublev 

THE OLD TESTAMENT 
TRINITY 

Detail. 


Early 15th century. 
Tretyakov Gallery, 
Moscow. 


THE ARCHANGEL MICHAEL 
WITH SCENES 

OF HIS ACTS 

Centre panel. 

Early 15th century. 

The Cathedral 

of the Archangel Michael 
of the Moscow Kremlin. 


THE ARCHANGEL MICHAEL 
WITH SCENES 

OF HIS ACTS 

Border scene: 

The Penance of King David. 
Early 15th century. 

The Cathedral 

of the Archangel Michael 
of the Moscow Kremlin. 


70 
APXAHTEJL 
MMXAMIL 
CKUTMEM 
Kaeiimo: 
To6nenue 
policka accupmlickoro. 
Haxaxo XV 5. 
Apxanrensckuli co6op 
Mocxonckoro Kpema. 


Ti 
APXAHTEJl 
MMXAMIL 
CIKMTMEM 
Kneñmo: 
Bopp6a Maxona € aureslom. 
Haxano XV p. 
Apxanrensckni coDop 
Mocxonckoro Kpemaa. 


7 
HAPCKME BPATA 
«Pparment: 
Aurea 13 «Bnaronenenns». 


Haxaso XV B. 

3aropckuá 
HCTOPHKO-XY HO XCCTRCHHELÍ 
My3CH-3AMOBCAMIK, 
3aropck. 


73 
NIPASAHAKU 
Dparmenr: 
Poxnecrgo Xpucrono. 
Koneu XIV b. 
TpeTbÍaKoBckas raepea, 
Mockba. 


74 
BXOA 
B MEPYCAJIMM 
1405, 
MxoHa Tpa3/tHHuHoro 4HHa 
HKOHOCTACA 
Braronemenckoro co6opa 
Mockonckoro Kpemna. 


75 
BXOA 
B MEPYCAJIMM 
Dparmen. 
1405. 
Kona Mpasamuunoro “na 
HonocTaca 
Bnaropemenckoro cobopa 
Mocorckoro Kpemna. 


76 


POXJIECTBO 
XPUCTOBO 


Dparmenr. 
1405. 

Kona Mpas/umunoro «ma 
HKomocTaca 
Bnaropemenckoro coGopa 
Mocrorcoro Kpemsa. 


7 
BOCKPENEHME 
JAJAPA 
Dparmenr. 
1405. 
Vxona npas/xmenoro mea 
HKomocTaca 
Baaronemenckoro cobopa 
Mockosckoro KpemIs. 
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THE ARCHANGEL MICHAEL 
WITH SCENES 

OF HIS ACTS 

Border scene: 

The Defeat 

of the Assyrian Host. 
Early 15th century. 

The Cathedral 

of the Archangel Michael 
of the Moscow Kremlin. 


THE ARCHANGEL MICHAEL 
WITH SCENES 

OF HIS ACTS 

Border scene: 

Jacob and the Angel. 
Early 15th century. 

The Cathedral 

of the Archangel Michael 
of the Moscow Kremlin. 


THE ROYAL DOORS 
Detail: The Angel 

from the Annunciation, 
Early 15th century. 

Art Museum 

and Ancient Monument, 
Zagorsk. 


CHURCH FEASTS 
Detail: 
The Nativity of Christ. 
Late 14th century. 
Tretyakov Gallery, 
Moscow. 


THE ENTRY 

INTO JERUSALEM 

1405. Icon 

from the Church Feasts Range 
of the iconostasis of the 
Annunciation Cathedral 

in the Moscow Kremlin. 


THE ENTRY 

INTO JERUSALEM 

Detail. 

1405. Icon 

from the Church Feasts Range 
of the iconostasis of the 
Annunciation Cathedral 

in the Moscow Kremlin. 


THE NATIVITY 

OF CHRIST 

Detail. 

1405. Icon 

from the Church Feasts Range 
of the iconostasis of the 
Annunciation Cathedral 

in the Moscow Kremlin. 


THE RAISING 
OF LAZARUS 

Detail. 

1405. Icon 

from the Church Feasts Range 
of the iconostasis of the 
Annunciation Cathedral 

in the Moscow Kremlin. 


78 
APXAHTEJI MUXAMN 
1405. 
Mxona aencycHoro una 
HKOHOCTACA 
Bnaronenenckoro cobopa 
Mockosckoro Kpema. 


79 
TIPEOBPAXKEHME 
1405. 
Mxona mpasmnoro Hna 
Honocraca 
Bnaronemenckoro cobopa 
Mocxorckoro Kpemia. 


80 
Annpel PyOnes 
crac 
Dparmenr. 
Hawano XV 1. 
TperbaKoBCKas raJepes, 
Mockoa. 


81 
Amnpeñí PyGnes 
ATOCTOJ MABEN 
Dparmenr, 
Hauano XV n. 
Tperbaxockas rasepes, 
Mockba. 


82 
Amnpeí PyÓnen 
TPOMA 
Hayano XV b. 
TpeTbakoBckas raJlepes, 
Mockea. 


83 
Amnpeí Py6nen 
TPOMUA 
Pparmenr. 
Haxuano XV n. 
"TperbaKkoBckas raJepea, 
Mockba. 


84 
POXJIECTBO 
XPMCTOBO 
Dparmenr. 
Hawano XV p. 
"TpeTbAKOBCKaa FaJepea, 
Mockoa. 


85 
POKAECTBO 
XPUCTOBO 
Dparmenr. 
Hawano XV 8. 
*TpeTbaKonckaa ranepes, 
Mockba. 


86 


BOTOMATEPb OJMIMTPMA 


Cepenusta XV 3. 
*Tperbaxonckan ravepes, 
Mockba. 


87 
JAHMMI BO PBY 
JbBMHOM 
XVI». Honropoackui 
HCTOPHKO-APXHTEKTYPHBÍ 
M3CH-3AMOBEAHHK, 
Honropon. 


THE ARCHANGEL MICHAEL 
1405.,Icon 

from the Deesis Range 

of the iconostasis of the 
Annunciation Cathedral 
in the Moscow Kremlin. 


THE TRANSFIGURATION 
1405. Icon from 

the Church Feasts Range 
of the iconostasis 

of the Annunciation 
Cathedral 

in the Moscow Kremlin. 


Andrei Rublev 
THE SAVIOUR 
Detail. 

Early 15th century. 
Tretyakov Gallery, 
Moscow. 


Andrei Rubley 
THE APOSTLE PAUL 
Detail. 

Early 15th century. 
Tretyakov Gallery, 
Moscow. 


Andrei Rublev 
THE OLD TESTAMENT 
TRINITY 


Early 15th century. 
Tretyakoy Gallery, 
Moscow. 


Andrei Rubley 
THE OLD TESTAMENT 
TRINITY 


Detail. 


Early 15th century. 
Tretyakov Gallery, 
Moscow. 


THE NATIVITY 

OF CHRIST 

Detail. 

Early 15th century. 
Tretyakov Gallery, 
Moscow. 


THE NATIVITY 
OF CHRIST 


Detail. 

Early 15th century. 
Tretyakov Gallery, 
Moscow. 


THE VIRGIN HODIGITRIA 
Mid-15th century. 
Tretyakov Gallery, 
Moscow 


DANIEL 
IN THE LION'S DEN 

16th century. 

Museum of Architecture 
and Ancient Monument, 
Novgorod. 
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12 
DEHOP 
CTPATMJAT 
CIKMTMEM 


Cpeanur. 

Konen XV p. 
Honroponckmit 
HCTOPHKO-APXHTEKTYPHbIM 
My3elk-3AUOBEAMHK, 
HobropoA. 


123 
HEBEPUE 
HOMBL 
Konen XV p. 
Hobropoackui 
HCTOPUKO-APXHTEKTY publi 
MY3H-3ANIORCAMIAK, 
HonropoA. 


124 
BOCKPEMEHME 
HAJAPA 
XVn. 
Pyccxnd my3eh, Jenmurpan. 


125 
DEHOP 
CTPATMJAT 
CKMTUEM 
Kuelimo: 
Chsrue benopa co kpecta 
H CTO HCUCJCHHS AMTCAOM. 
Koneu XV b. 
Honroponckná 
HCTOPMKO-APXUTEKTY Hb 
My3CH-3ANOBCAMAK, 
Ho»ropon. 


126 
TIAPACKEBA 
TIATHMLIA 
CAMTMEM 
Dparmerr, 
XIV—XV bb. 
Mcropuueckuh myaeh, 
Mockba. 


127 
AMUTPMA 
CONYHCKMA 
XVB. 
Pyccult my3eli, Jlenmurpan. 


Leningrad. 
128 
APXAHTEJL FABPMMJI THE ARCHANGEL GABRIEL 
XIV». — 14th century. 
Pycckuit my3eú, Jlenmurpaz. — Russian Museúm, 
Leningrad. 
129 
OFHEHHOE BOCXOX/IEHME — THE PROPMET ELIJAH 
MJIbM MIPOPOKA AND THE FIBRY CHARIOT 
XIV. 14th century. 
Meropmueckni my3el, — History Museum, 
Mocksa. Moscow. 
130 
M3BPAHHBIE CBATBIE: — SELECTED SAINTS: 
TIAPACKEBA MIATHMILIA, — PARASKEVA PYATNITSA, 
TPUTOPMÁ BOFOCHOB, — GREGORY THE 
HMOAHH 3JATOYCT, — THEOLOGIAN, 
BACHJIMÍ BEJMKUA JOHN CHRYSOSTOM, 
Dparment. — BASIL THE GREAT 
XV»m. — Detail. 
Tperbaxosckaa ranepea, — 15th century. 
Mocx»a. — Tretyakov Gallery, 


ST THEODORE 
STRATILATES WITH 
SCENES FROM HIS LIFE 
Centre panel. 

Late 15th century. 
Museum of Architecture 
and Ancient Monument, 
Novgorod. 


"THE INCREDULITY 
OF THOMAS 

Late 15th century. 
Museum of Architecture 
and Ancient Monument, 
Novgorod. 


THE RAISING 

OF LAZARUS 

15th century 
Russian Museum, 
Leningrad. 


THE THEODORE 
STRATILATES WITH 
SCENES FROM HIS LIFE 
Border scene: 

The Deposition 

of St Theodore and His 
Healing by the Angel. 
Late 15th century. 
Museum of Architecture 
and Ancient Monument, 
Novgorod. 


ST PARASKEVA 
PYATNITSA WITH SCENES 
FROM HER LIFE 

Detail. 

14th-15th century. 
History Museum, 
Moscow. 


ST DEMETRIUS 

OF THESSALONICA 
15th century. 
Russian Museum, 


Moscow. 


131 


POXJECTBO 
BOTOMATEPM 

C M3BPAHHBIMM CBATBIMA 
XIV—-XV ab. 

Co6panme IM. Kopuna, 
Mockea. 


COMIECTBME BO AM 
Dparment. 

XV». 

Pycckmli myacú, Jlenmurpan. 


THE NATIVITY 

OF THE VIRGIN 

WITH SELECTED SAINTS 
141h-15th century. 

The P. Korin collection, 
Moscow. 


132 


THE ANASTASIS 

(The Descent Into Hell.) 
Detail. 

15th century. 

Russian Museum, 
Leningrad. 


133 


COBOP 

BOTOMATEPM 

Bropaa nonomma XIV ». 
*Tperbaxorcras ranepea, 
Moca. 


POXJECTBO 
XPUCTOBO 
C UIBPAHHBIMA CBATBIMM 


XV—XVI b5. Mckonckui 
HCTOPHKO-XY AO XeCTREHADIÍ 
my3cíl, Flcxon. 


THE SYNAXIS 

OF THE VIRGIN 

Second half 14th century. 
Tretyakov Gallery, 
Moscow. 


134 


THE NATIVITY 

OF CHRIST 

WITH SELECTED SAINTS 
15th-16th century. 

Art Museum, 

Pskov. 


135 


POKJECTBO 

XPUCTOBO 

C MIBPAHHbIMM CBATLIMM 
Dparmenr. 

XV—XVI 59. Mexonckuk 
HCTOPHKO-XY IOXECTRCHMBIN 
myaeí, Tlcxon, 


THE NATIVITY 

OF CHRIST 

WITH SELECTED SAINTS 
Detail. 

15th-16th century. 


Art Museum, 
Pskov. 


136 


POXJIECTBO 

XPMCTOBO 

€ V3BPAHHbIMM CBATLIMUA 
Dparmenr. 

XV—XVI np, Mexonckmdi 
HCTOPHKO-XY HO KECTBCHHbIA 
myzeñ, Mlexon. 


THE NATIVITY 

OF CHRIST 

WITH SELECTED SAINTS 
Detail. 

15th-16th century. 

Art Museum, 

Pskov. 


137 


COBOP 

BOTOMATEPM 
Dparment. 

Bropas nonoauna XIV». 
'Tperbakonckaa raJepea, 


THE SYNAXIS 

OF THE VIRGIN 

Detail. 

Second half 14th century. 
Tretyakov Gallery, 


Mocksa. — Moscow. 
138 
TIOJIOKEHME BO PPOB “THE ENTOMBMENT 
Dparmenr. — Detail. 
Konen XV». — Late 15th century. 
"Tperbaxorcraa raxepes, — Tretyakov Gallery, 
Mocxea. Moscow. 
139 
COMNECTBME BO AM THE ANASTASIS 
Koneu XV». — (The Descent Into Hell.) 
Tperbaoncras raxepes, — Late 15th century. 
Mockña. — Tretyakov Gallery, 
Moscow. 
140 
TIOJIOXKEHME BO PPOB THE ENTOMBMENT 
Koren XV». — Late 15th century. 
Tperbaxoncraa raxepes, — Tretyakov Gallery, 
Mockga. — Moscow. 
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141 
BOTOMATEPb 


THE PETROVSKAYA 


TNETPOBCKAA VIRGIN 
XIV». — 14th century. 
Tpersaxonckas ranepea, — Tretyakov Gallery, 
Mockba. — Moscow. 
142 


HAPCKME BPATA 
Dparment: Boromatepb 
M3 «Bs1ArOBEMCHAA». 
XV—XVI mp. My3eñ 
APeBHepyeckoro Hekycoraa 
umena Aunpea PyÓnena, 
Mockaa. 


143 
DJIOP, JIABP, BJACMÁA 
M MOAECT 
XV a. 
Pycckuit my3eú, Jlenmnrpaz. 


THE ROYAL DOORS 
Detail: The Virgin 
from the Annunciation. 
15th-16th century. 
Andrei Rubley Museum 
of Early Russian Art, 
Moscow. 


SS FLORUS, LAURUS, 
BLAISE AND MODESTE 
15th century. 

Russian Museum, 
Leningrad. 


144 


<UYAO O DJIOPE M JABPE, 
BJIACHN, CHIMPMAOHUA 
Dparmenr. 

XV—nayano XVI B. 
Pycckuit my3eñí, Jlenmarpan. 


145 
HMUKONA 
3APAUCKUM 
CHKMTAEM 
Kaeimo: 
Poxnenne Hikostót. 
XIV-XV bn. 
Pyccxult my3eli, Jlemmurpan. 


146 
MOAHH IJNATOYCT 
XVI». 
Apxanrenckuli my3el 
HIOÓPA3HTEJBBIX HCKYCCTD, 
ApxanrenbcK. 


147 
HMKOJA OMNIEMHBIA, 
AEMCYC 
MU U3BPAHHBIE 
CBATBIE 
HA TIONAX 
XVIb. 
Pyccknii my3eñí, Jlenunrpal. 


148 
MyAO O OJIOPE U JIABPE 
XVI». 
My3elt ma0ÓpasITenmnoro 
Ki IPHKNAMMOTO HCKYCCTBA, 
Cmonenck. 


SS FLOURS AND LAURUS, 
BLAISE, SPIRIDONIUS 
Detail. 


1Sth-carly 16th century. 
Russian Musem, 
Leningrad. 


ST NICHOLAS 

OF ZARAISK WITH 
SCENES FROM HIS LIFE 
Border scene: 

The Nativity of Nicholas. 
141h-15th century. 
Russian Museum, 
Leningrad. 


STJOHN CHRYSOSTOM 
16th century. 
Museum of Fine Arts, 
Arkhangelsk, 


ST NICHOLAS 

(HEAD AND SHOULDER), 
THE DEESIS 

AND SELECTED 

SAINTS ON MARGINS 
16th century. 

Russian Museum, 
Leningrad. 


SS FLORUS AND LAURUS 
17th century. 

Museum of Fine 

and Applied Arts, 
Smolensk. 


149 


MIIbA MPOPOK 
XVI». 
PyccxuM myaeli, Jlemmurpan. 


THE PROPHET ELIJAH. 
16th century. 
Russian Museum, 
Leningrad. 


150 


Huomncnii 

AJIEKCHM. 
MMTPOMONMT 
CXAUTHEM 

DparmenT. 

Konen XV b. 
*Tperbakonckas raepea, 
Mockba. 


Dionysius 

ST ALEXIUS, 
METROPOLITAN 

OF MOSCOW, WITH SCENES 
FROM HIS LIFE 

Detail. 


Late 15th century. 
Tretyakov Gallery, 
Moscow. 
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178 


NETP 

M HABEN 

CHAMTAEM 

Kaeñimo: 

Nanea na mope. 

XVI». Hopropojeknit 
HCTOPAKO-APXITEKTY DAD 
My3ejk-34n0BC/AHMK, 
Ho»ropoA. 


HUKOJIA 

3APAUCKUM 

CHKMIMEM 

Kreñmo: 

Huxosa M3ronaer 

Geca. 

Haxano XVI a. My3eñ 
APeBHepyeckoro Hekyecrra 
men Anupes PyÓsena, 
MockbBa. 


SS PETER AND PAUL 
WITH SCENES 

FROM THEIR LIVES 
Border scene: 

St Paul at Sea. 

16th century. 

Museum of Architecture 
and Ancient Monument, 
Novgorod. 


ST NICHOLAS 
OF ZARAISK WITH. 
SCENES FROM HIS LIFE 
Border scene: 

Nicholas Exorcises 

the Devil. 

Early 16th century. 
Andrei Rublev Museum 
of Early Russian Art, 
Moscow. 


180 


MOAHH 

BOFOCIJIOB 

CKMTUEM 

Kuelmo: 

PaGormbie 101 

KONALOT 3EMMIO. 

XVI», Cy3nanbcku 
HCTOPHKO-XYHOXECTBCHMBIA 
my3eñi, Cy3nam. 


STJOHN 

THE THEOLOGIAN WITH 
SCENES FROM HIS LIFE 
Border scene: 
Labourers Digging 

the Earth. 

16th century. 


Art History Museum, 
Suzdal. 


185 


BMAEHME 

MOAHHA JIECTBMYHUKA 
Neppas nonosuna XVI». 
Pyccxul my3eñ, Jlemmarpan. 


CAMEOH NPABEAMBIA 
Cepenuna XVI B. 
TperbakoBckas ranepca, 


THE VISION 

OF STJOHN GLIMACUS 
First half 16th century. 
Russian Museum, 
Leningrad. 


186 


ST SIMON THE PIOUS 
Mid-16th century. 
Tretyakov Gallery, 


Mocksa. — Moscow. 
187 
UY HO FEOPTMA ST GEORGE 
O3MME AND THE DRAGON 
Dparmenr. — Detail. 
Koneu XV». — Late 15th century. 

“Tperbaxorcraa ranepea, — Tretyakov Gallery, 

Mocksa. — Moscow. 


WHY HO TEOPTMA ST GEORGE 
O3MME AND THE DRAGON 
Dparmenr. — Detail. 
XVI». — 16th century. 
Co6parme TI. Kopuia, — The P. Korin collection, 
Mockña. — Moscow. 
189 


APXAHTEJI MUXAMI 
XVI». PeiOnncknii 
HCTOPHKO-XY HO XeCTUEHMENÍ 
myaeh, PorOnncr. 


THE ARCHANGEL MICHAEL 
16th century. 

Art History Museum, 
Rybinsk. 


Huxabop Casma Nikifor Savin 
OTEHECTBO THE NEW TESTAMENT 
Cpeamuk, — TRINITY 


Koneu XVi-naxano XVII B. 
Tperbaxonckan raJepea, 
Mockea. 


APXAHTEJL 
MMXAMJI-BOEBOJA 
Cepenuna XVI». 
Co6panne II. Kopuna, 
Moca. 


Cumon Y axos 
APXAHTEJI MUXAMN, 


Centre panel. 

Late 16th-carly 17th 
century. 

Tretyakov Gallery, 
Moscow. 


THE ARCHISTRATEGUS 
MICHAEL 

Mid-171th century. 

The P. Korin collection, 
Moscow. 


Simon Ushakov 
THE ARCHANGEL MICHAEL 


TIOTMPAJOUIMA TRAMPLING THE DEVIL 
HLABOJIA. UNDERFOOT 
1676. 1676. 
“Tpersakorckas ranepen, — Tretyakov Gallery, 
Mockua. — Moscow. 


OTYE HALL 
Knejimo: 

«M ne paenm mac 

BO HCKYUICHMC). 

Mocneanas uernepto XVII a. 
Pycckuli my3el, Jlemmnrpan. 


“OUR FATHER” 
Border scene 

“Lead Us Not Into 
Temptation” 

Last quarter 171h century. 
Russian Museum, 
Leningrad. 


5 181 


OTHEHHOE 
BOCXOXAEHME 

MJIBM MPOPOKA 
CXHMTMEM 

Cpenmnr, 

XVIn. 

Tperbaxonckas Fasepea, 
Mocroa. 


TIAPACKEBA 

TNATHMUA 

XVIn. 

Hannonansusili myaeli, 
Crokrosbm. 


BBEAEHME 
BO XPAM 

CIKMTMEM 

MAPUn 

Knelimo: 

Monenne o nocoxax. 
XVIn. 

Tperbakonckaa ranepea, 
Mockba. 


HUKOJA 
COKUTUEM 

Kuelimo: 

Huosa abarca rem 
MYXAM D TEME. 

XVI». My3eñ 
APEntepyccKoro HeKyccrna 
umena Aunpes Pyónena, 
Mockba. 


THE PROPHET ELIJAH 
AND THE FIERY CHARIOT, 
WITH SCENES FROM 

THE LIFE 

OF THE PROPHET 


Centre panel. 
16th century. 
Tretyakov Gallery, 
Moscow. 


182 


ST PARASKEVA 
PYATNITSA 

16th century. 
National Museum, 
Stockholm. 


"THE PRESENTATION 

IN THE TEMPLE WITH 
SCENES FROM THE LIFE 
OF THE VIRGIN 

Border scene: 

Prayer About the Croziers. 
16th century. 


Tretyakov Gallery, 
Moscow. 


184 


ST NICHOLAS 

WITH SCENES FROM 
HIS LIFE 

Border scene: 

St Nicholas Appears 
to the Three Men 
in the Dungeon. 


16th century. 

Andrei Rublev Museum 
of Early Russian Art, 
Moscow. 


190 
MOAHH NPEATEJA STJOHN THE BAPTIST 
XVI». Myaeii — 16th century. 
APemmepycckoro nexycersa — Andrei Rublev Museum 
menu Aunpea Pyóneva, — of Early Russian Art, 
Mocxna. — Moscow. 


METbIPEXYACTHAA MKOHA 
Dparmenrt. 

1547-1554. 
Bnaronemenckmit coSop 
Mockosckoro Kpema1a. 


FOUR-PART ICON 
Detail. 

1547-1554, 

The Annunciation Cathedral 
of the Moscow Kremlin. 


192 


HEPKOBb BOMHCTBY IOUIAH 
«Dparmenr. 

1550-e rr. 

*TpeTbAKoncKaa rasiepea, 
Mockoa. 


193 


TEPACAUM 

CO JIBBOM 

Cepenuna XVI». 
Tperbakonckas ranepea, 
Mockoa. 


THE CHURCH MILITANT 
Detail. 

1550s. 

Tretyakov Gallery, 
Moscow. 


ST GERASIMUS 
AND THE LION 


Mid-16th century. 
Tretyakov Gallery, 
Moscow. 


194 


UY AO VEHOPA THPOHA 
Koneu XVI b. 
Pyockmh my3eñ, Jlenmurpan. 


195 


Tpoxonaú Ynpun 
HHKHTA-BOMH 

KoHeu XVI B. 
*Tperbaxosckaa rasepea, 
Mockóa. 


ST THEODOKE TIRON 
Late 16th century. 
Russian Museun:, 
Leningrad. 


Procopius Chirin 
ST NICETAS 

THE WARRIOR 
Late 16th century. 
Tretyakov Gallery, 
Moscow. 


200 


ABPAAM 
Cepeanuna XVI p. My3eñ 
APCBHepyecKoro HCKYCCTBa 
mmenn Anupea Pyónena, 
Mockba. 


201 


Tuxon Dusarben 
MOAHH NIPEATEJA 
BIYCTbIME 

CO CUEHAMM 
AMTMA 
Pparmenr. 


1689, 
TpeTbaKkonckas TaJiepes, 
Mockba. 


202 


MIIbA MPOPOK 
CHKMTMEM 
parment. 

Bropaa nonomuna XVII 9. 
Llepxon» Mapu TIpopora, 
ApociaBib. 


203 


CHMBON BEPHL 
Dparmenr. 

Bropas nonomnia XVII n. 
Myaeñ «Konomenckoo», 
Mockna. 


ABRAHAM 
Mid-17th century. 
Andrei Rublev Museum 
of Early Russian Art, 
Moscow. 


Tikhon Filatyev 
STJOHN THE BAPTIST 
IN THE WILDERNESS 
WITH SCENES 
FROM HIS LIFE 
Detail. 

1689, 

Tretyakov Gallery, 
Moscow. 


THE PROPHET ELIJAH: 
WITH SCENES 

FROM HIS LIFE 
Detail. 


Second half 17th century. 
Church of 

the Prophet Elijah, 
Yaroslavl. 


THE SYMBOL OF FAITH 
Detail. 

Second half 12th century. 
Kolomenskoye Museum. 
Moscow. 


MUXANT RAJ UMMPORI ANDATOR 


IPERHEPYCCKAS MKOHONMHC. 


EARLY RUSSIAN ICON PAINTING 


Y MIKHAIL VIADIMIROVICH ALPATOY 


T.BLIOPODA Y. YUROVA 


Tesmmecentpemrop Teclado 
ALA CIUIOPODA A. SIDOROVA 


CU EMRAMORO hy. S. KIRYANOVA 


Kopecrep rastrear 
BLA MEABENEGA —N- MEDVEDEVA. 
TM. MEEADICIAN Y MEDVEDOYSKAYA. 
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